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Abstract 
 
How does developer behaviour affect game concept production and how can we 
use it to more effectively generate games? Hairpins and Cockpits is unique in 
addressing this research question in that it investigates gender, personality and 
playstyle representation in the games development workplace. Understanding 
the behavioural culture of an industry may shed light on its culture of 
production. Less than 10% of men and at least 44% of women have reported 
experiencing behavioural and verbal ‘micro-aggressions’ in the game production 
workplace (IGDA 2016:29). Making games is a hostile experience, particularly 
for women, and we need to understand why. 
Hairpins and Cockpits investigates game authorship from the perspective 
of the producer as a player and co-creator. The development cycle during the 
concept documentation phase from idea generation to prototype or ‘Alpha’ is 
explained in depth as are the hidden cultural impacts of marketing and 
workplace practices. Supported by literature reviews and narrative and 
ludological research, this thesis relies on autoethnographic methodologies such 
as self-surveys, interviews, video observations and anecdotal experiences to 
shed light on the team dynamics and developer behavioural patterns of game 
development. 
The thesis focuses on two game development teams making 
racing/driving games. Why the racing genre? Racing games provide the most 
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demographically democratic opportunity for gameplay. They offer “a ubiquitous 
baseline understanding of ‘how to play the game’” (Jensen 2005). It is a 
baseline that crosses gender, age and western culture, but not personality as 
we discover in this thesis. The racing genre is the blank canvas on which to 
study personalities in game development. The insight gained in the concept 
production of one game genre can be applied to the development of other game 
genres. 
Why include personality profiling? Research focussing on software 
engineering teams by the University of Sheffield in the United Kingdom and 
women game developers by the Sorbonne University in France have used 
Myers-Briggs Typology Profiling (MBTI). By using the same methodology with 
game development teams in the Netherlands, the personality typologies 
discussed in this thesis can be compared to the personality typologies in the 
other studies to better gain an impression of behavioural patterns in a 
production industry dominated by men and Introversion-Intuition-Thinking-
Judging personality traits. 
Hairpins and Cockpits demonstrates personality and gender diversity or 
heterogeneity in game development coincides with disruptive communication 
spurring greater productivity, expanded game content and innovative product 
appealing to a broad target audience. The homogeneous team favoured ‘siloed’ 
sub-groups that produced high-quality work, hostile unproductive 
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communication, a substantial amount of discarded content and missed delivery 
deadlines to create a product with limited audience appeal.  
The Feeling trait is over-represented in women game developers 
compared to men game developers which may account for why women are 
under-represented in the games industry. Passion keeps both men and women 
employed in the games industry despite the hostile environment of production – 
a hostility that people with the Feeling trait may be more sensitive to. Socially 
engineering game development teams for behavioural as well as gender 
diversity may increase retention of minorities, decrease hostility and increase 
productivity and innovation.  
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INTRODUCTION – IT STARTED WITH DAYTONA 
Why research game development practice? 
Why is investigating game development practice important to me and what 
value does it bring to game studies? Games production is an under-researched 
subject. Due to non-disclosure and confidentiality agreements, known as ‘NDAs’ 
enforced by publishers and developers, academics are rarely allowed insight into 
the process and day-to-day decisions that affect concept development in 
videogames. I was a practitioner in the game development industry for twenty 
years, and for much of that time I was the only, if not one of a few, women 
working in game development teams. I experienced a spectrum of behaviours 
from disbelief that I could contribute, to aggression about my contribution, to 
enthusiasm for what I could offer. Acceptance or rejection of my contributions 
lay in the hands of game publishers and my fellow game developers. My 
research objective is to make sense of the game production environment in 
order to understand my place in it and that of other ‘minority’ developers. Casey 
O’Donnell, a fellow game developer turned ‘social scientist’ sought to 
understand the ‘why’ and the ‘what’ of game development work to “inform 
future social theory” (2014:loc426). O’Donnell introduced the concept of adding 
‘studio studies’ to game studies in 2014. Hairpins and Cockpits is my 
contribution to this emerging area of games research.   
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Stuart Hall (1993a) in his encoding/decoding theory of media production 
and reception, believed encoding a media message occurred during its 
production. ‘Production’ in the context of this thesis involves the process or 
‘production pipeline’ of game development as well as the workplace behaviours 
and decision-making that drive content creation. “Linking up work practice to 
the structures within which it is situated is the best strategy for understanding 
why work looks the way it does.” (O’Donnell 2014:loc532)  
O’Connell discussed the game production pipeline for his book 
Developer’s Dilemma: The Secret World of Videogame Creators (2014). In it he 
purports the stage incorporating concept pre-production is rarely discussed or 
documented (2014:loc580). Why?  
While secrecy explicitly surrounds numerous aspects of the videogame 
industry, the process of preproduction [sic] is not a closely guarded 
secret – a “black art” – as much as it is foundational in a way that defies 
discussion among many developers. It is just what you do. You come up 
with an idea and you try to make enough of it to find out if it is going to 
be worth continued development.   (O’Donnell 2014:loc284) 
Concept production as part of the pre-production process is important to 
understand “because it represents the authorization to begin constructing the 
system that becomes a game” (O’Donnell 2014:loc587). Hairpins and Cockpits 
focuses on concept production practices and the behaviours that manifest 
during game creation to address the research question: How does developer 
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behaviour affect game concept production and how can we use it to more 
effectively generate games? I address this question by defining game 
authorship, highlighting ‘hidden’ pressures and attitudes in the workplace, the 
design documentation pipeline, correlating developer demographics with content 
demographics, and observing game concept development in action and 
surveying and interviewing the developers. I conclude with suggestions on how 
game development teams can be socially engineered for effective and 
innovative game creation. 
Taking the wheel – from play to pay 
They were illicit hours intended for dance lessons, those hours spent in a 
videogame arcade in the 1980s and again for ‘round 2’ in the 1990s. In the 
early 1980s my older brother and I scrambled for loose change under the 
pinball machines to play Pole Position (1982), a colourful and popular arcade 
racer in a cockpit cabinet. A decade later I was still playing, this time against my 
younger brother. Each week I slid into a hard plastic seat and lay my hands on 
the steering wheel of the arcade racer Daytona (1993). Side by side my 
brothers and I competed against each other on the tracks. Their reflexes and 
spatial recognition were better than mine but it was a game I could beat them 
at. I learnt to pass my opponents on the inside of hairpin curves and accelerate 
hard on the straight. With Daytona, I learnt to play dirty and damage my 
brother’s car enough so that he could not cross the finish line. For my brothers 
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they were games of driving skill. For me, once I had mastered the controls, they 
were games of strategy and psychological warfare against superior opponents.  
In their study of Australian women game developers, Taylor and Pisan 
(2014:4) revealed that most of the women they interviewed were introduced to 
video-gaming in childhood via male siblings. They posit that playing games with 
male members of the family is a key precursor for women in the game 
development professions. My story and my path in game development are 
stereotypical. I played with my brothers as a teenager and with my ‘band of 
brothers’ as an adult game developer. I played and made the games the boys 
and men enjoyed. This experience is what led to the research question of this 
thesis: How does developer behaviour affect game concept production and how 
can we use it to more effectively generate games?   
Growing up, there were other young women like myself who played 
racing games. In 2005 Jensen interviewed women for her paper ‘Her Own Boss: 
Gender and the Pursuit of Incompetent Play’ (DIGRA 2005): 
The one and only genre of game which both the young women and girls 
we interviewed indicated that they played generically was racing 
games.  Racing games are in an obvious way highly accessible – they all 
operate on the same general premise, manoeuvring an object in a limited 
space, most typically for a limited amount of time, with simple, familiar 
and easily intuited controls (which can get be used more complexly but 
don’t have to be) and they most typically (with multiple controllers) can 
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be played with other people. Racing games, uniquely, offer a ubiquitous 
baseline understanding of ‘how to play the game’ and while the story 
line, characters, vehicles and playability might alter, the premise remains 
the same – driving and/or racing.    (Jensen 2005) 
Not only do racing games provide a baseline that crosses age and gender, their 
basic premise of gameplay can be understood by most in a western culture that 
has regular contact with cars, motorbikes or any other vehicle. Racing games 
provide the most demographically democratic opportunity for gameplay. The 
racing genre is the perfect blank canvas on which to study personalities in game 
development. This demographically democratic feature is why I chose a racing 
theme for my ethnographic study of two game development teams in section 5 
‘Observed behaviours during concept production’.  
Even though I enjoyed Pole Position and Daytona as a youth, it would be 
quite a few years before I developed a racing game. I started work at a 
multimedia studio in the mid-90s. Due to my gender and perceived youth I was 
put in charge of the content and design of children's interactive products which 
included simple CD-Rom games for PC and Mac made with Macromedia Director 
software. I spent hours playing Gran Turismo (1997) on PlayStation after the 
studio's closing time. I loved selecting and outfitting my cars. The tracks 
presented the opportunity to test-drive my choices via time-trial. It never 
occurred to me to make a racing game until the launch of the new Volkswagen 
Beetle. I pitched a concept to their Australian advertising agency to make a first 
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person racing game that highlighted the features of the new Beetle to its 
sales(men) and customers who bought the car. Myself as the designer, an artist 
and a programmer comprised the development team. Ignorant of the 
ambitiousness, or rather fruitlessness, of creating viable opponent Artificial 
Intelligence (AI) in Director, especially within the short timeframe of a few 
months, the end-product became a single-car checkpoint rally complete with 
Heads Up Display (HUD) and a daisy on the dash.  
After the Beetle game, I was hired by Ratbag, at the time Australia's 
premier racing game studio sporting its own Difference Engine, alleged to have 
the most humanlike AI in dirt-track racing in the world. Ratbag was a typical 
'developer for hire' studio reliant on US/UK publisher contracts and milestone 
payments. The company directors had launched the studio with an original IP 
on PC, a futuristic dirt-racing game called Powerslide (1998). 
I started work on a sequel game Dirt Track Racing 2 (2002) with a small 
team while the Ratbag's flagship game, World of Outlaws Sprint Cars (2002), 
was in its final throes of development for PlayStation 2. (My next projects were 
to port WoO to PC and Xbox 360.) Within months of my arrival, Ratbag's 
employment situation was in flux due to the rocky production of an ambitious 
driving action game with Rockstar. There were lay-offs. I survived as one of 
only two females on the production floor. Then the second female, a 
programmer, quit. This situation was typical in game development in Australia 
during the 'naughties', the first decade of the 21st century. Developers moved 
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from studio to studio, females lasted a year at most, and game projects were 
often stopped mid-way through production. In section 2 ‘Forces at Play in the 
Game Studio’ I go into depth about little known factors that influence a game’s 
creative content. These include marketing, overtime and machoism. I provide a 
dramatised version of a day in the life of game makers to give a taste of 
differing perspectives and show how concepts are affected by non-gaming 
agendas. Machismo can cross the line into misogyny in the workplace. In this 
section my own dramatised narrative is reminiscent of anecdotes from other 
female game developers, notably expressed during the 2012 #1reasonwhy 
twitter campaign.   
At Ratbag I wrote driving and racing game concepts and worked with 
prototype teams to attract publisher funding from the likes of Atari, Activision 
and Ubisoft. One concept included a movie tie-in for Herbie: Fully Loaded 
(2005). I had returned to making Beetle games. The Herbie game design was 
approved but never developed because Walt Disney Pictures’ marketing 
research revealed the film's audience comprised too many females who the 
publisher decided would not play games. The decision to abandon the game 
was disappointing as the game concept pitch’s success had hinged on the 
game's appeal to female as well as male players.  
By the time we started another title, a driving adventure game based on 
the Warner Brothers Inc TV series and movie license Dukes of Hazzard, I was 
the only female on a team of 30+ developers working on the game Dukes of 
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Hazzard: Return of the General Lee (2004). I went from concept designer to co-
writer and co-producer on the project. I cannot help but wonder if the game 
would have had those two missions featuring Daisy Duke (the only female 
protagonist in the franchise) in a lead role if it were not for my input into the 
design. Section 3 on ‘Concept Documentation in Videogame Production’ draws 
on my personal experience of making games in the mid to late 2000s as well as 
the published experiences of other game authors active at the time, many of 
whom I worked with. I describe the process of creating typical game concept 
documentation to provide a written context for the study of behaviours driving 
concept production in section 5’s concept production study.  
After the Dukes game, I graduated in a Masters of Creative Writing 
featuring the design and script for a new Ratbag racing IP entitled Scavenger. It 
was prototyped and showcased at E3, the Electronic Entertainment Expo, as 
Ratbag's return to the world of post-apocalyptic racers. Our hope was that it 
would appeal to the license holder for the Australian-made series of Mad Max 
movies. It is ironic that six years later the game’s development would go to 
Avalanche Studios in Sweden, not Australia. Little did I know then that in half a 
decade the Australian game industry would reduce by two-thirds with the bulk 
of console development moving to the northern hemisphere, including Mad Max: 
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Fury Road (2015) to Sweden1. Meanwhile, back in 2006, Scavenger and Ratbag 
attracted the attention of Midway, a game publishing giant in Chicago with a 
history as far back as the very same arcade machines I played in the 80s. 
Midway bought Ratbag and within a few months closed the Australian studio. 
Ratbag licensed its Difference Engine to BigAnt, a Melbourne-based studio who 
went on to develop several sequel titles in sprint car and dirt-track racing.  
Determined to attract more women to games development, I steered my 
career to games education while freelancing as a games concept designer. By 
2013 female enrolments had dropped to below 6% in the bachelor games 
programme I helped develop in the Netherlands. I asked myself why had there 
been a drop in female developers in education and in industry in the past 
decade. What had happened to reduce numbers of American female graduates 
in computer science from over 35% in the 1980s (Henn 2014)? Why were there 
so few female developers at Ratbag when racers were popular with female 
players? By 2015 female players were estimated to comprise 47%2 of the 
Australian and 41%3 of the North American player demographic; so why were 
                                       
 
1 Ironically the film production of Mad Max: Fury Road stayed in Australia with Kennedy Miller Productions. 
2 Jeffrey Brand 2015 Digital Australia Report 2016 Interactive Games and Entertainment Association page 9 
3 ESA April 2016 The 2016 Essential Facts About the Computer and Video Game Industry Entertainment Software 
Association page 3 
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female developers struggling to represent 22%4 of developer hires in the 
Western world?  
In section 4 on ‘The Demographics of Game Development and Gameplay’ 
I posit the ‘I’ methodology of game development unconsciously biases game 
concepts to reflect the game developer’s ethnography. A comparative analysis 
of various developer and game character demographic studies spanning over a 
decade supports this premise. There is a high correlation between the numbers 
of young white male developers and young white male characters in games. My 
assumption in starting this thesis was that gender homogeneity was the root 
cause of content replication in games. But after reviewing the initial research of 
Frederique Krupa’s Sorbonne study5 of female game developers and the 
University of Sheffield’s decade long study of software engineers, I realized that 
personality or behavioral homogeneity may have an equal if not stronger 
influence over game content. All three of our studies use the Myers-Briggs Type 
Indicator or MBTI to self-identify personality affiliation and behavioral attributes. 
MBTI is a self-report questionnaire with 16 possible typology outcomes 
that “define a specific set of behavioral tendencies, reflecting differences in 
attitudes, orientation and decision-making styles” (Boyle 1995:1). In his paper 
                                       
 
4 IGDA Developer Satisfaction Survey 2015 Summary Report page 11 
5 See Appendix for Krupa’s raw data collected in 2011-12 
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‘Myers-Briggs Type Indicator (MBTI): Some Psychometric Limitations’ Gregory 
Boyle of Bond University describes MBTI as a “popular personality inventory” in 
widespread use in business over the past 50 years. “For a simple (four-
dimensional), straightforward description of one’s personality make-up, use of 
the MBTI would seem an appropriate choice.” (Boyle 1995:1) 
Boyle’s main focus is on MBTI’s questionable validity. The true-false 
components or dichotomous scoring system of the questionnaire limit its 
theoretical and statistical validity. Re-test reliability for MBTI has ranged 
between 60-90% and Boyle believes robust systems should have 80% or higher 
(Boyle 1995:4). The system’s reliance on correlation coefficients and allowance 
of random response distortion also undermine MBTI’s stability.  
MBTI is useful as an hypothesis of behavior. Boyle concludes: “Overall, 
the MBTI provides a psychometrically simple description of Jungian personality 
types. Although this brief characterization may be useful in some applied 
contexts (such as in predicting an individual's characteristic style of behavior, 
intellectually and interpersonally), there are evident psychometric limitations of 
the instrument.” (1995:5-6)  
In his investigation of MBTI, John Murray of St John’s University 
concluded the reliability and validity tests were acceptable and “the constructs 
underlying the Myers-Briggs Indicator have been supported by correlations with 
other tests of personality” (1990:1199). Murray believed MBTI and its 
underlying Jungian theory “provide interesting and provocative patterns that 
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illuminate observations of individual differences in styles of gathering 
information and reaching decisions” (1990:1199).  
David Pittenger of Marietta College questioned the methodologies used to 
discredit MBTI: “psychometric research examines the statistical properties of the 
test, thus focusing greater attention toward the ‘theory space’ of the 
nomological network. What is required is a complementary analysis of relation 
between the measured traits and criterion behavior.” (Pittenger 1993:476)  
Pittenger differentiates the use of MBTI for research purposes and MBTI 
used for individual assessment and evaluation: “If the MBTI is to be used as a 
general research tool, where the researcher may be interested in developing a 
statistical model that uses various personality variables as moderator variables 
to predict behavioral propensity, then ‘small’ and ‘medium’ effect sizes may be 
sufficient to justify its use in basic research.” (Pittenger 1993: 476) My use of 
MBTI is not for individual psychometric evaluation. Research for Hairpins and 
Cockpits uses MBTI to detect and demonstrate behavioral patterns in a team-
based production environment. The study size is small (less than 30) and 
statistically useful only insofar as it can be compared to similar studies and 
contribute to a wider body of research. As one of the few researchers of game 
developers, as opposed to game players, my use of MBTI should be viewed 
within the wider context of MBTI research of software developers by the 
University of Sheffield and MBTI research of female game developers by the 
Sorbonne.  
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Pittenger highlights an ethical concern that individuals using MBTI to 
interpret their own behavior and that of others:  
…predisposes individuals to make misattributions about their own and 
others' behavior while ignoring other conditions, such as the 
environmental context, that contribute to a person's behavior…people will 
develop expectations when they are given basic descriptive information 
about another person. These expectations can dramatically alter the 
nature of the interaction between the individuals, and they may be self-
perpetuating…            (Pittenger 1993:482)  
For this reason, the study subjects for Hairpins and Cockpits were not 
personality profiled before the production period under observation, only after 
it. This minimised the potential misuse of MBTI as an individual psychometric 
evaluation system, accurate or otherwise. 
 Section 5 ‘Observed Behaviours During Concept Production’ was crucial in 
the investigation of my research question: ‘How does developer behaviour affect 
game concept production and how can we use it to more effectively generate 
games?’. Section 5 correlates developer behaviour with production practices and 
production output. The concept production study comprises an auto-
ethnographic study of video-observation, surveys and interviews of two junior 
game development teams prototyping game concepts in the driving–racing 
genre. Myself and a research assistant compiled team profiles of personality 
types, gender, play preferences, communication and creative contribution. The 
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results are compared to a selection of junior software developers in the United 
Kingdom who underwent similar observation. One game development team in 
the study was homogeneous in personality and gender and the second team 
was heterogeneous. Behavioural practices were identified as correlating with the 
composition of the team. The most ethnographically diverse team was also the 
most disruptive during production and the most productive in creative output. 
Earlier I mentioned the popularity of MBTI in business. Once, on a whim, 
I had asked my colleagues at Ratbag to do the Myers-Brigg personality profiling 
test in the hopes that I could improve team-building. I was surprised by the 
predominance of certain MBTI types, notably INTJs (Introvert Intuitive Thinking 
Judging). As an ENFJ (Extrovert Intuitive Feeling Judging) I felt outnumbered 
(with the exception of the studio’s art director).  
Years later at the NHTV University of Applied Sciences, I experimented 
with the same personality tests on game production students undertaking a 
bachelor in computer engineering degree. The results were similar to that at 
Ratbag. I read Chris Bateman’s research into personality profiling of game 
players and Frederique Krupa's study6 of 33 female game developer 
personalities and recognised patterns – they identified a predominance of MBTI 
types, especially those displaying Intuition-Thinking-Judging combinations 
                                       
 
6 See Appendix for a summary of Krupa’s raw data collected in 2011-2012. 
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(NTJs) and surprisingly a strong representation of women game developers 
displaying Intuition-Feeling-Judging (NFJ) combinations. Section 6 on ‘Socially 
Engineering Game Development Teams’ hypothesizes how the observations in 
the concept production study can be applied to concept production in the game 
development industry. Is game concept creation dominated by certain developer 
profiles? Do dominant personalities and gender influence the process of game 
design? Is it possible to socially engineer production output? These are facets of 
the overarching research question for Hairpins and Cockpits: How does 
developer behaviour affect game concept production and how can we use it to 
more effectively generate games? 
Establishing scope 
Understanding the behavioural culture of an industry may well shed light on its 
culture of production. Less than 10% of men and at least 44% of women have 
reported experiencing behavioural and verbal ‘micro-aggressions’ in the game 
production workplace (IGDA 2016:29). Making games is a hostile experience 
and we need to understand why. There are homogenous aspects of the game 
production workplace that I could have chosen to focus on exclusively – sexual 
orientation, age or race – but instead I’ve investigated behaviour which 
manifests from all three.  
This thesis investigates videogame authorship during concept 
development. It is not a content analysis of games, but it does examine 
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elements of content development that affect conceptual development. Nor is it a 
discourse on player interaction. The player’s contributions are discussed in so 
far as he or she may influence the conceptual process. Play styles are examined 
in relation to a game developer’s own play preferences and how this influences 
the design of a game.  
The focus of this thesis is not the psychometric analysis of individuals but 
in identifying patterns of behaviour in game concept production. Crime scene 
profiling, for want of a better analogy, attempts to link behavioural aspects of a 
crime scene to characteristics of the perpetrator (Homant and Kennedy 1998). 
In a similar fashion I use personality profiling to link behaviours on the 
production floor to product output and pinpoint the ‘profiles’ that proliferate in 
game production. I do not use psychometric tests such as the ‘Big Five’ because 
using them would not help me to establish a behavioural pattern offered by 
previous MBTI profiling in software and game development. Five factor profiling 
could be part of a more robust follow-up investigation of the behavioural 
patterns established in this thesis.     
Hairpins and Cockpits does not belong exclusively in the realm of feminist 
media studies. The autoethnographic nature of my research does not go into 
depth about game production from the female perspective. I use gender studies 
to establish ‘context’ in game production practices. Like Mia Consalvo (2012), I 
too am concerned about the toxicity of gamer culture and identify with her goal 
to “shed light on the persistence of particular issues, point to historical solutions 
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for overcoming similar difficulties, and thereby push for a more welcoming kind 
of game culture for everyone — not simply girls and women players” (Consalvo 
2012). With respect to the insight this thesis provides into game development 
behaviours, Hairpins and Cockpits has the potential to contribute to a wider 
body of work investigating how “gamer attitudes and responses are shaped” by 
the marketing and production of games (Consalvo 2012). 
University of London’s Professor of New Technologies of Communication 
Sarah Kember advocated:  
Feminist methodologies are forms of intervention, of making a 
difference… Dissensions occur through the non-homogeneity of all fields 
of praxis, including our own. They occur through technological 
limitations, hubristic absurdities and for me, especially through the 
entanglements of science and storytelling.…   (Kember 2012) 
In the same spirit, I employ storytelling and autoethnography as a discursive 
and dissenting light in a dark and homogeneous technological landscape. My 
thesis fits within a narrative approach to feminist studies. I present an array of 
gendered narratives in both game content and production situations. These 
narratives intersect with personality which in turn is gender-stereotyped as 
Lynch (1990) suggests. 
My investigation of ‘production practices’ in terms of workplace behaviour 
within a development pipeline or process is grounded in applied theory. It is an 
example of Jay Bolter’s (2003) application of formalist theory applied to practical 
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rules and processes and reflects a technological rationale of media theory. 
However, it also applies cultural theory to practice and in this sense reflects 
Stuart Hall’s (1993a) encoding/decoding approach to analysing ideologies arising 
from production. Hairpins and Cockpits is my attempt to achieve Bolter’s 
aspiration of combining “formal and ideological criticism” to create “a new form 
that would bridge the apparent gulf between academic theory and new media 
practice in the humanities” (2009:29). 	
“Mass media are largely under the control of capitalist ideology and the 
task of the media theorist is to expose the means of control that might 
otherwise lie hidden to popular consciousness.” (Bolter 2003:21)	Due to non-
disclosure and confidentiality agreements, known as ‘NDAs’ enforced by 
publishers and developers, we are rarely allowed insight into the process and 
day-to-day decisions that affect concept development in videogames. Observing 
game developers in practice in an educational environment is one way to 
overcome the closed doors of the NDA. The University of Sheffield observed its 
software engineering student teams for ten years. I compare the observations 
of my two junior game development teams to theirs. 
In section 4, ‘The Demographics of Development and Gameplay’ I 
examine the self-perpetuating cycle of developer-player identity in videogames. 
Developers make the games they like to play, games that attract the same type 
of players as themselves who enter the industry and make the same types of 
games. Yet audience demographics are changing. Women, for example, 
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comprise almost half of game players (ESA 2016, Brand 2015) despite the fact 
that only one in twenty game developers is female (IGDA 2014). Are games 
such as Tomb Raider: Reboot (2013) with its female lead writer Rhianna 
Pratchett an indicator that game production demographics and processes are 
realigning game design with audience expectations? 
The nuances of game authorship are theoretically explored via a review 
of established literature in game studies in section 1 ‘The Nature of Videogame 
Authorship’. This section addresses ludological premises such as emergent and 
progressive narration as well as creator and player authorship. Hairpins and 
Cockpits focuses on authorship practices in the early stages of game production. 
The process of created concept documentation is outlined in section 3. This is 
where I investigate conceptualisation as a documented process of design 
outcomes – not unlike a ‘recipe’ on how to create a game – using the anecdotal 
experiences of myself and other game ‘authors’ in the industry. Describing this 
documentation ‘process’ sets the context in which ‘production practices’ occur 
and is necessary to address the research question: ‘How does developer 
behaviour affect game concept production and how can we use it to more 
effectively generate games?’ I observe, survey and interview game developers 
in the pre-Alpha production phase of the development pipeline in section 5 
‘Observed Behaviours During Concept Production’ to identify cultural patterns of 
‘practice’ in game production and how these practices affect content output. 
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Finally, Hairpins and Cockpits speculates on ways to change the 
production environment in order to innovate content through the social 
engineering of concept production teams. Section 6 is inspired by the reaction 
to a co-authored paper ‘Designing the Designer’ delivered at a DIGRA 
conference in 2011 (Potanin and Davies: 2011). The paper communicated the 
results of personality analyses and play preferences of about a hundred game 
development students at the NHTV University of Applied Sciences. The outcome 
of that study was inconclusive with regards to production practice – that was 
not the aim of the paper – but it did highlight some production issues that 
concerned the DIGRA conference members. Are the people we train to make 
games perpetuating cultural practices? The idea of socially engineering game 
teams generated consternation at DIGRA 2011 and intrigued Ubisoft7. For the 
purposes of this thesis, I use the findings of the concept production study to 
speculate on ways development teams can be socially engineered to more 
effectively generate games. 
Drawing on a combination of an extensive literature review of game 
authorship and game production methodologies of a single-player game, video 
observation of developers in the conceptualisation process, autoethnographic 
anecdotes of developer experiences, and surveys of developer’s perceptions, I 
                                       
 
7 A summary version of the DIGRA paper ‘Designing the Designer’ was presented to Ubisoft in Paris in 2012. 
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analyse the process of authoring a racing game concept. The insight gained in 
the concept production of one game genre can be applied to other genre 
development teams. 
Autoethnography and the emergence of ‘studio studies’ in 
game studies research  
 
When researchers write autoethnographies, they seek to produce 
aesthetic and evocative thick descriptions of personal and interpersonal 
experience. They accomplish this by first discerning patterns of cultural 
experience evidenced by field notes, interviews, and/or artifacts, and 
then describing these patterns using facets of storytelling (e.g., character 
and plot development), showing and telling, and alterations of authorial 
voice. Thus, the autoethnographer not only tries to make personal 
experience meaningful and cultural experience engaging, but also, by 
producing accessible texts, she or he may be able to reach wider and 
more diverse mass audiences that traditional research usually 
disregards…        (Ellis et al 2011) 
Hairpins and Cockpits uses autoethnography as its primary methodology of 
qualitative research. If we envisage an autoethnographic meter with ‘biography’ 
at one end and ‘ethnography’ at the other, we get an idea of the methodology 
range covered. “Wherever one is on the [autobiographic and ethnographic] 
R Potanin Hairpins and Cockpits PhD (October 2016) 30 
continuum, it represents a mix of artistic representation, scientific inquiry, self-
narration, and ethnography.” (Ngunjiri et al 2010)  
 
 
The first section of Hairpins and Cockpits comprises a literature review to 
define game authorship and establish the context of my ethnographic focus on 
the primary content creators in the video game industry. In the section that 
follows, I turn the ‘autoethnographic dial’ to the biographic end by narrating a 
dramatised account of my experience in a racing game studio and support it 
with the narratives of other people who have either worked in game studios or 
have come into contact with them. This approach combines the ‘insider ‘and 
‘outsider’ perspectives to enrich the cultural context of my own ethnographic 
study described later in the thesis. Staying at the auto-biographic end of the 
meter, the third section on production documentation relies on my own industry 
practice and experience supported by literature reviews documenting similar 
processes for creating video games. This section serves as a context review for 
the original work of the ethnographic study in section 5. 
I then shift focus, and the needle swings towards ethnography. In 
section 4, I reflect on literature and content reviews of demographic studies of 
Figure 01 Autoethnographic meter  
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game characters and game creators, again to establish cultural context for my 
own original ethnographic work. Finally, I document the ethnographic study of 
two game development teams during concept production. In section 5 my role 
as a participant-observer - senior game developer, supervisor and researcher - 
becomes more obvious. This part of the thesis waves the needle towards the 
ethnographic end of the autoethnographic meter. Through video observation, 
individual surveys, group discussion and one-on-one interviews I paint an 
ethnographic picture of driving games in production, triangulated across 
multiple perspectives within the game development teams. This approach can 
be called ‘multi-autoethnographic’. My dominance in the narrative takes a back 
step. I am a side-character and the junior game developers are the focus. I 
analyse behaviours to establish patterns and perform a cursory content review 
of product output. Section 6 speculates on how the insights gained from the 
ethnographic study documented in section 5 can be used to benefit the video 
game production industry and culture. In this final section I incorporate 
biographic observations based on research insights applied to industry. I apply a 
new lens with which to regard behaviours in game concept production. 
A criticism of autoethnography is that it preferences the personal bias of 
the researcher. As a minority representative in the games industry in terms of 
my female gender and Feeling preference, I seek, through research, to 
understand my place in game production culture and validate my experience. 
Psychology autoethnographer Peter McLiveen (2008) calls this ‘ethnic 
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autobiography’ used often by minority representatives in research. Viewing the 
game production industry through the lens of my minority representation offers 
a perspective and level of detail not available to the white male gaming 
enthusiast. Casey O’Donnell (2014), self-styled ‘game industry anthropologist’ 
and computer scientist turned social scientist, conducts his ethnographic and 
autoethnographic research through the lens of the white male gaze and 
interviews other white male developers. Perhaps my work with women and men 
in game production is the midway mark between O’Donnell’s focus on men in 
the game studio and Frederique Krupa’s (2013) focus on women in game 
development. McLiveen argues for a ‘triadic balance’: “autoethnography should 
be ethnographical in its methodological orientation, cultural in its interpretive 
orientation, and autobiographical in its content orientation” (McLiveen 2008:4). 
McLiveen warns of five pitfalls autoethnographers should try to avoid: 
“(1) excessive focus on self in isolation of others; (2) overemphasis on narration 
rather than analysis and cultural interpretation; (3) exclusive reliance on 
personal memory and recalling as a data source; (4) negligence of ethical 
standards regarding others in self-narratives; and (5) inappropriate application 
of the label “autoethnography.” (McLiveen 2008:15) This methodological 
discourse speaks to McLiveen’s last point. Sections 4, 5 and 6 are highly 
analytical and interpretive. The self-narratives and personal memories in this 
thesis are echoed in other recorded narratives, minority or otherwise. My 
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research offers a variety of dominant and minority creator perspectives and 
offsets my own minority gaze. 
McLiveen’s fourth point about ethics is a challenge for autoethnographers 
echoed by Ngunjiri, et al (2010) both for the participant-researcher and the 
other people in self-narratives. I obtained ethical clearance and permission from 
the study subjects in section 5. Nevertheless, the stories told by the interviewed 
subjects, the photos and video snippets and even their workplace seating 
configurations reveal personal information about each other to each other. 
While I ethically comply with restricted ’outsiders’ reading this thesis, its content 
could upset the subjects themselves. A similar situation resides in the 
dramatised story of ‘A day in the life of the game makers’ in section 2. My 
former game-making colleagues may recognise aspects of the story and 
disagree or be uncomfortable with it. What the dramatised story and game 
concept production study reveal about me and how this affects my future is an 
ethical risk I have accepted. I was ‘gamer-gated’ six months after completing 
the study which at the time was unpublished. The material used against me was 
from a conference paper I co-wrote earlier (Potanin and Davies 2011) before 
‘Gamer-Gate’ became a movement. For the sake of the people studied or 
implied in this body of work, it cannot be published in its current format. This 
concern may reflect relational ethical limitations described by Ellis et al (2011) 
as being typical of autoethnographers who “maintain and value interpersonal 
ties with their participants, thus making relational ethics more complicated.” 
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(Ellis et al 2011). Nevertheless, it is ironic that the very nature of my research 
question about behaviours in the game production workplace would several 
years later become part of a larger narrative concerning games, misogyny and 
aggression and threaten the subjects of my study as well as myself. 
Autoethnographic practitioner-researchers such as occupational therapist 
Sally Denshire use autoethnography as a form of ‘narrative truth’ (2014:2). 
Perhaps Hairpins and Cockpits is a truth that needs to be told, to empower me 
and other minorities in game development, and autoethnography is one way to 
tell it. “While testimony can disrupt and emancipatory discourses break the 
silence, destabilized narratives may be the most effective type of auto-
ethnography.” (Denshire 2014:7). This is not a comfortable process: “…auto-
ethnographic writings can create discomfort through their challenges to 
traditional realist modes of representation. They can also bring new visibilities 
and awarenesses concerning ethical issues and power relations…” (Denshire 
2014:10).  
The game developer’s voice is not one that academia normally hears. 
O’Donnell made a similar observation about what he calls a failure in game 
studies: “The focus has been largely on game experience, game design, game 
economies and the feedback loop between player and game…What about the 
people that created the thing you are studying?” (2014:loc198) Game studies 
academics prefer players’ stories, not creators’ stories. There are hundreds, if 
not thousands, of articles, dissertations and research projects about gameplay 
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and game players. It is easy for a researcher to purchase a game and play it, 
but difficult to study the people who made it. If the goal of autoethnography is 
to “move others to ethical action” (Denshire 2014:12), then this thesis will have 
served its purpose by providing insight into behavioural practices in the game 
production industry. 
“Autoethnographers must not only use their methodological tools and 
research literature to analyze experience, but also must consider ways others 
may experience similar epiphanies; they must use personal experience to 
illustrate facets of cultural experience, and, in so doing, make characteristics of 
a culture familiar for insiders and outsiders.” (Ellis et al 2011) Academic 
practitioners in the game industry are rare. In this thesis I refer to three: 
Frederique Krupa who had about 15 years in game development in France, John 
Banks who spent 6 years with Auran in Australia and Casey O’Donnell, a game 
engineer who worked on AAA games in the early 2000s and rebooted with indie 
game development in 2011. I made games across a span of twenty years. 
Together, we are four ‘insiders’ illustrating cultural experiences of game 
production. O’Donnell coined the phrase ‘studio studies’ for a DIGRA panel talk 
in 2014 to discuss this emerging area of game studies research.8 O’Donnell 
                                       
 
8 The DIGRA 2014 Panel was called “Studio Studies: Debugging the Culture and Work of Game Developers” and the 
panellists were Casey O’Donnell, John Banks, Tanya Short, Oli Sotamaa and Jennifer Whitson. 
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sought to understand the ‘why’ and the ‘what’ of game development work to 
“inform future social theory” (2014:loc426) My research is for people inside the 
game industry or aspiring to be, people who are likely to obtain vocational 
training or study for a degree in game development, and the people who teach 
them. 
“The questions most important to autoethnographers are: who reads our 
work, how are they affected by it, and how does it keep a conversation going?” 
(Ellis et al 2011) Carolyn Ellis and her co-writers argue against the dichotomy of 
art and science and critics who claim autoethnography is “insufficiently rigorous, 
theoretical, and analytical, and too aesthetic, emotional and therapeutic” (Ellis 
et al 2011). “Autoethnographers view research and writing as socially-just acts; 
rather than a preoccupation with accuracy, the goal is to produce analytical, 
accessible texts that change us and the world we live in for the better.” (Ellis et 
al 2011) Autoethnography as a research methodology goes beyond ‘the end 
justifies the means’. If we want to innovate and promote entrepreneurship in 
games production as well as games academia, we need to “explore the social 
and structural perspectives that are keenly important to studying how 
change…may be better understood and systematically facilitated.” (Pilegaard et 
al 2010:46-47). Autoethnography as a research methodology has the potential 
to provide “insight into social interaction (the milieu of the “where”) in the 
entrepreneurial process using social constructionist views—that is, we adopt an 
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approach that examines the entire event from a sense-making perspective to 
better understand ‘how it happened’” (Pilegaard et al 2010:47).  
Hairpins and Cockpits attempts to ‘make sense’ of game production and 
reflect on ways to innovate through social practices.  
“The study of process involves identifying sequences of events that 
describe how things change over time. This invites a meso-environmental 
perspective where interactions are described in their specific context, 
thus raising awareness of enabling and constraining influences of various 
features of context over time. Furthermore, this perspective allows the 
researcher to describe how variations in context and process shape 
outcomes, the pace of change, and the performance of a venture.”  
       (Pilegaard et al 2010:49)  
Morten Pilegaard and his co-writers justify the use of pattern matching to show 
contrast and similarity between data sets (Pilegaard et al 2010:53). O’Donnell 
also attempted to “examine collective patterns” in game development 
(2014:loc414). Pattern identification contributes to the sense-making part of the 
research process. “New economy work, exemplified by game development 
practice, is dependent upon and producing new modes of creative collaborative 
work practice.” (O’Donnell 2014:loc528) Hairpins and Cockpits is applied 
autoethnographic research, identifying a contextual environment for game 
development innovation. 
R Potanin Hairpins and Cockpits PhD (October 2016) 38 
1. THE NATURE OF VIDEOGAME AUTHORSHIP  
 
Games are meant to be played. The player acts, observes the effects of those 
actions, interprets them and subsequently acts again. Britta Nietzel defines 
computer games as “a process of self-observation with continuous feedback” 
(2005:230). The game itself observes the player’s actions and reacts. It, or 
more specifically its artificial intelligence (AI), adjusts its actions according to 
the player’s performance. Andy Cameron describes audience interaction in this 
context as “meaningful intervention” with the “art representation” or creative 
body of work (Cameron 1995:30). Nietzel defines the representation itself, in so 
far as it is a computer game, as a “fictional chain of actions” (2005:231). Who 
orchestrates this fictional unfolding: the game player or the game creator?  
This section examines game design from the perspectives of both player and 
game creator. It addresses ludology9, or game structure, as it applies to 
narrative and aligns with Celia Pearce’s premise (posed in the form of a 
question) that presumes games are narrative and asks “In what ways are they 
narrative?” (2005:1)10. Games are not restricted to plot as a “pattern of events 
within a story” (Pearce 2005:2). It may also involve game characters and/or 
                                       
 
9 Ludology in this context is the study of gameplay as opposed to Frasca’s (a2003) definition of ludology as the study of 
games. 
10 This premise is based on the acceptance of games as narratives in some shape or form. 
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spatial narration created within the game environment. The way or ways a 
game narrates is reflected in its genre classification. Procedural or progressive 
narration as described by Murray (1997) and emergent authorship as described 
by Juul (2002) are at opposite ends of the game design spectrum and most 
game titles fall somewhere in between.  
Creator vs player: emergent and progressive narration 
Game designer Jay Posey portrays his understanding of game narrative as “the 
story our game tells”, the outcome being “the creation of that story and the 
design of the mechanics through which it is told” (Posey 2008:55). Posey’s 
emphasis is on how the story is communicated to players and likens the role of 
game designer to that of a movie writer-director, with the exception that the 
game designer balances story against gameplay. Player involvement in the 
narrative process occurs in so far as the creator, in this case the game 
developer, must take into account the player’s expectations. Posey’s account of 
game design pays little heed to any ‘meaningful intervention’ on the player’s 
part. It is a very practical examination of what the game creator needs to be a 
good designer: an understanding of storytelling mechanics and knowledge of 
game design.  
What Posey does not take into account is that while the player interprets 
the information contained in the text of a game, he or she is also contributing to 
it: “The story is not an independent precursor to the storytelling; rather, it is put 
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together or summarized by the recipient, based on information contained in the 
text” (Nietzel 2005:232). In the context of video and computer games, 
narrativity is action. According to Nietzel, a story path programmed into a game 
is “a possible narrative which can be actualized” (2005:234). Perhaps, then, 
game design could be defined as both the creation and actualization of narrative 
in games.  
Traditionally, stories have a beginning, middle and end. The game 
creator places kernel events that, if followed, lead to an end. The ‘walkthrough’ 
demonstrates this. The walkthrough is the optimum path the player can take. It 
is “a recipe for creating the ideal story, in other words, an instruction for 
actions” (Nietzel 2005:234) and is written by the game’s creators or fans who 
have already played it. A walkthrough made by the game creator is the 
preferred11 reading of the narrative, made by the primary decoding enforcer 
that Hall (1993a) identifies as the dominant political, cultural and ideological 
hierarchy in a media encoding/decoding environment. In the case of ‘official’ 
game walkthroughs, the encoder is also the dominant decoder. The 
walkthrough made by the game’s fans is its negotiated reading, based on the 
“selective perception” (Hall 1993a:100) of the game’s audience. Is a resistant 
                                       
 
11“The domains of 'preferred meanings' have the whole social order embedded in them as a set of meanings, practices 
and beliefs: the everyday knowledge of social structures, of 'how things work for all practical purposes in this culture', 
the rank order of power and interest and the structure of legitimations, limits and sanctions.” (Hall 1993a:98) 
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reading by players possible? Posey himself recounts an occasion when the 
players of Star Wars Galaxies (2000), a massively multiplayer online role-playing 
game (MMORPG) objected to the cloning of killed characters to facilitate 
gameplay (Posey 2008:56). Two things occurred here. Firstly, there was a 
resistant reading by the audience, and secondly, story was not balanced with 
gameplay; it was overshadowed by it. Effective game narrative design involves 
preferred and negotiated readings on the part of the player.  
Can a player contribute to a game with a resistant reading? Jesper Juul 
(2002) describes one such reading in his article on open and closed games. 
Referring to the misuse of a game mechanic, Juul relates a story by Harvey 
Smith from Ion Storm on how a player used the rules of the action RPG Deus Ex 
(2000) to subvert gameplay. The player used mines to climb a wall. Juul called 
this ‘undesirable emergence’ in that it undermined the game creator’s direction. 
Nevertheless it is still a resistant, perhaps even negotiated, reading because the 
player took a path made available by the mechanics of the game. Presumably, a 
desirable emergence is when the player acts in ways that can be predicted by 
the game designer. In other words, the player uses the game mechanics as they 
are designed to be used. 
The concept of emergent versus progressive narration is worth exploring. 
According to Cameron, the interactive story is an “event in waiting; it refers to a 
principle, a set of rules, an algorithm, a stasis outside of time which can 
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simulate events in time” (Cameron 1995:37). The moment the reader/player 
intervenes in the story is the moment the story… 
…changes from being an account of events which have already taken 
place to the experience of events which are taking place in the present. 
Story time becomes real time, an account becomes an experience, the 
spectator or reader becomes a participant or player, and the narrative 
begins to look like a game.    (Cameron 1995:37-38) 
Juul might call Cameron’s description a progressive narration: “In progression 
games, the player has to perform a predefined set of actions in order to 
complete the game” (Juul 2002). Most of the control over the story events and 
gameplay outcomes is in the hands of the game creator. The player simply 
makes it happen. The ‘walkthrough’ mentioned earlier is, by its very nature, 
indicative of a progressively structured game. Cameron’s actualisation of a ‘set 
of rules’ could also support the theory of emergence, where a large number of 
variations (and readings) are possible; however, Juul specifies that emergent 
structures allow for variation and improvisation unanticipated by the game 
creator and not “easily derivable from the rules of a game” (Juul 2002). This 
may appear to contradict his earlier distinction between undesirable and 
desirable emergence. However, Juul means that although the player may use 
the game mechanics in the planned or ‘desired’ way, the game designer cannot 
fully anticipate all the ways, or combination of ways, a player will use the 
mechanics. Juul defines narrative as a sequence of events (2005:156). In 
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progressive games, this sequence is narrated by the game creator and in 
emergent ones, by the player. Whether a game tends to be emergent or 
progressive depends, in some respects, on its genre. 
Genre and narrative: the fairytale adventure 
Action games usually have one ending with different ways of reaching that 
ending. Adventure games have a limited number of possible endings. Both are 
progressive game types and Star Wars: The Force Unleashed (2008) is a good 
example of an action-adventure game where the player can choose from several 
approaches to gameplay and be rewarded with different meaningful outcomes. 
Gran Turismo (1997+), a racing franchise that was popular through three 
generations of Playstation consoles, is similar in that its racetrack gameplay is 
progressively linear, yet its garage gameplay involving car selection and fit-outs 
is driven by emergent player preferences and experimentation. The player’s 
choices in the garage affect the player’s performance on the track. 
Nevertheless, the gameplay on the track, primarily oriented towards getting 
from point A to point B in the fastest possible time is primarily progressive 
gameplay. ‘Track-less’ free-roaming driving games such as Grand Theft Auto 
(1997+) utilise player actions as “movements in search of meaning” (Nietzel 
2005:235) and the emphasis is on ‘sandbox’ gameplay. Life simulators such as 
The Sims (2000) consist of a set of rules that define relationships and these 
rules “enable the same situation to be played out again and again with a 
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different cast [of characters]” (Nietzel 2005:235). These latter two game types 
could be described as predominantly emergent in that the game creator does 
not control the sequence of actions a player takes. MMORPG World of Warcraft 
(2001) combines characters, rules and free-roaming (open) gameplay. It is 
emergent, yet the game creator does constrain the player’s progression by 
making levels and quests available to avatars who achieve a certain amount of 
points. A common objective in MMORPGs is to ‘level up’ the characters. Surely 
this is a progression of a sort that is defined by the game’s creators. Juul argues 
that it is not: “the actual events in the game [MMORPG Everquest (1999)] are 
not explicitly determined by the game rules, but they will follow certain 
patterns” (Juul 2002). Players of these games abide by an understood contract 
with the game creator to pursue the game’s goal. Juul does, however, 
acknowledge that the quest, character and social components of such games 
are creator-driven and concludes that games like World of Warcraft are 
emergent with embedded progression structures. Examples are that non-player 
characters (NPCs) will reveal certain quests and that certain enemies will require 
cooperative play in order to be defeated. It is possible for narrative elements to 
be revealed using progressive structures in an emergent game. Likewise, it is 
possible for emergent structures involving player preferences and choice to 
affect progressive goals in racing and driving games. 
To use a different framework, narrative can unfold in games in three 
ways: mythological, gnoseological and ideological (Nietzel 2005:235). In 
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Nietzel’s configuration, mythological games use story to compel the player to 
reach a goal, gnoseological games reveal story as the player progresses and 
ideological games build stories between characters.  
Action-based games use mythological elements of storytelling prior to 
and at strategic points in between sessions of gameplay. Adventures use a 
gnoseological story structure throughout. The player starts with little knowledge 
of the story and the plot is unveiled as the game is played. Action-adventures 
orientate the player with more story elements at the beginning of the game but 
the plot is still not completely revealed until the game’s end.  
Ideological narratives are represented in life simulation games such as 
The Sims whose gameplay is based on rules of character relationships as the 
rules of play. Cyclical time and repetitiveness are indicative of ideological 
narratives. Nietzel puts life simulations and strategy games in the ideological 
category but did not categorise role-playing games (RPGs). Based on Juul’s 
definition of emergent games, I propose that games like World of Warcraft 
utilise ideological narrative in the dominant emergent play and gnoseological 
narrative in the progressive quest-orientated gameplay. Racing games such as 
Gran Turismo could be defined as ideologically orientated in that the rules are 
clear and repeatable, yet the objective is mythological: drive a track in the 
fastest time. Open-world driving games such as Grand Theft Auto are more 
gnoseological in that the story unfolds as the player progresses yet the impact 
R Potanin Hairpins and Cockpits PhD (October 2016) 46 
of player relationships with AI characters and related sub-missions could be 
argued to have an ideological impact on gameplay. 
Jacquelyn Morie and Celia Pearce (2009) believe adventure games such 
as Ico (2002) and Shadow of the Colossus (2006) and the quest components of 
RPGs such as World of Warcraft are the modern-day equivalent of the 
traditional fairytale. These games put the player in the role of hero. In the case 
of the first two adventures games, the stories include helpless princesses in 
need of rescue, not unlike Cinderella and Snow White, with the exception that 
the fairytales are told from the perspective of the princesses as “victimised 
heroes” (Propp 1998:37-39) and the adventure games from the perspective of 
the player-character as “seeker-hero” (Propp 1998:37): “With the more male-
centered medium of digital games, the focus shifts to privileging the male hero’s 
viewpoint” (Morie and Pearce 2009:6). The Japanese adventure game Shenmue 
(2000) combines adventure and role-playing and, according to Morie and 
Pearce, has more of the ‘coming of age’ and transformative elements of the 
traditional fairytale story (2009:8), yet it still focuses on the perspective of a 
male player-character as ‘seeker-hero’. Shenmue has an overarching meta-quest 
with mini-quests that reveal story and plot-twists. The narrative revelations 
occur at the player-hero’s instigation, usually after conversing with a non-
playing character and taking action in response to that encounter. The NPCs 
perform a similar role to Propp’s “helper” and “donor” characters (1998:39-43) 
who “place themselves at the disposal of the character” (1998:45) or assign the 
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hero tasks that may involve ordeals, physical feats, riddle-guessing, supply or 
manufacture (Propp 1998:60-61). The adventure game, claim Morie and Pearce, 
is the modern fairy tale in today’s society because it allows children – the 
traditional audience of the fairy tale – to explore “possibilities that cannot be 
tested in the real world” while giving “full expression” to their dissatisfaction 
(2009:10). Like fairy tales, the very nature of a single-player adventure game 
provides the ideal “context for archetypal characters and narratives that express 
the inner life of the child and the process of transitioning into adulthood, 
universal themes that have equal resonance with both children and adults” 
(Morie and Pearce 2009:1).  
Developers as narrative architects 
One approach to game design and the concept of ‘authorship’ is the antithesis 
of Posey’s premise discussed at the beginning of this section. In contrast to 
Posey’s theory, the role of the player is absolute. Nietzel (2005) argues that the 
player’s explorative function in the game (when he or she chooses certain 
routes) combined with their configurative function (when he or she instigates 
certain events) makes the player a principal author. Action, story and game 
narrative discourse develop simultaneously and they only develop when the 
player intervenes with the text. Nietzel says the stories players tell about their 
game experiences indicate that they see themselves “as originators of the 
events and decisive participants in the story” (Nietzel 2005:237). Hence she 
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allocates the player the role of author and the “authority responsible for the 
production of the game” with the role of creator. According to Nietzel the 
developer-creator makes an initial selection from an array of possibilities and 
presents them as “options in the program”; the player-author chooses from this 
initial selection to create in a second stage of selecting “all the events relevant 
to the plot, and the links between them” (Nietzel 2005:237). Both author and 
creator are necessary for the game to work, but the player-author gets the 
credit for any storytelling that takes place.  
Nietzel’s reasoning might be relevant to emergent games with ideological 
and possibly gnoseological narrative structures, but it ignores or overlooks the 
game developer’s role as a designer of progressive mythological and 
gnoseological games typical of the action-adventure and racing genres. Perhaps 
Nietzel was unaware of the pre-production design documentation that is written 
for every computer game and ignorant of the massive story, character and 
script work that precedes action-adventure videogames. She states at the end 
of her article on ‘Narrativity in Computer Games’ that terminology and methods 
from literary and film studies must be reshaped to usefully analyse computer 
games because “in computer games there are no words that tell about the 
actions of the story, neither are there pictures that show these actions, but 
acting itself propels the discourse and is simultaneously pictured” (Nietzel 
2005:241). How then is a stage play analysed: only by virtue of its 
performance? Just as a script can be used to discuss a play, a mission flow 
R Potanin Hairpins and Cockpits PhD (October 2016) 49 
document and gameplay dialogue script can be used to analyse actions in game. 
There are words that describe actions in a game story and they are in the 
game’s design documentation. There are pictures in the storyboards created for 
the cutscenes of a game just as there are for the storyboards of an animated 
film.  
If we accept that narrative only manifests as a result of player action, 
then perhaps there are no words or pictures that precede individual actions in 
emergent games.12 However, if we analyse the production process behind the 
narrative architecture in action-adventures, specifically the racing-driving subset 
(section three), it becomes obvious that the developer is the principal author of 
these games’ narrative discourses. The player, while still an agent of action, is a 
secondary author of the narration taking place during play.  
Game developers and publishers have far more agency than background 
‘producers’. A game’s creator is an invisible architect of action foreseen and 
scripted. Brand and Knight (2005:3,13) describe this type of narrative 
architecture as ‘enacted narrative’ because it occurs in the interaction with a 
game’s elements which may include, for example save functions and power-ups. 
                                       
 
12 Even though I focus on action-adventure racing/driving games, I would argue that even emergent games make use of 
enacted and embedded narrative architecture as they have design documentation too. 
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Narrative in this context is less a fictional sequence and more a fictional setting; 
it is how we make sense of the gameworld (Juul 2005:156-157). 
Environmental storytelling or spatial narration relies on embedded narrative: 
“The player can evolve a sense of story over time by stumbling across spaces 
and objects or artefacts that become familiar and are thus decoded for 
embedded meaning or importance” (Brand and Knight 2005:3). Whether it is a 
‘sandbox’ game world where the player roams freely or a tunnelled experience 
that channels the player in one direction, the environments of action and 
adventure games and specifically racing and driving games are designed by a 
game developer who is in essence a ‘geographic storyteller’ (Brand and Knight 
2005:4). Narrative is inferred in the landscape, supporting both the story 
exposition provided by cutscenes and the enacted narrative described in design 
documentation. I examine narrative- and design-relevant documentation in 
detail in section 3: “Concept Documentation in Videogame Production. 
Players as co-creators 
Moving on from player agency at the micro-level during gameplay to the notion 
of player creativity at a macro-level over a game’s content, Inoue and Ushijima 
(2007) in their academic ode to the most famous of game designers, Shigeru 
Miyamoto, the creator of Legend of Zelda (1986), portray the game developer 
as an administrator of play who enables players to be creative. They believe 
computer games are created by two ‘creators’ – the developer who makes it and 
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the player who experiences it. In the eyes of Inoue and Ushijima, Miyamoto 
achieved a balance of this duality between developer and player. While, for the 
purposes of this thesis I differentiate the developer-creator from the player-
author, players have had, and will continue to have, a role in creating content 
for games. ‘Players as co-creators’ is becoming an increasing popular concept 
from the perspective of both production and design. 
John Banks (2002) outlined how player-derived content was incorporated 
by Australian game developer Auran for the simulation train driving game Trainz 
(2001). In his article on gamers as co-creators Banks pointed out that the 
advent of the internet facilitated the construction of a different type of game 
audience from the one that preceded online technology. He outlined how Auran 
used gaming fans to make game content via online consultation and the public 
distribution of a software content-creation tool. Auran’s method of co-
development was not typical of the console or PC industry at the time but it did 
foreshadow a trend in games design that would be increasingly embraced by 
developers, even those of console games.  
The Sims franchise of life simulation games is another example of early 
‘prosumer’ development. Typical of a PC game that spawns an online 
community (whether or not it is an MMO), upgrades based on player feedback, 
player-programmed mods and player-created game objects proliferate. Trainz 
and The Sims depended on ongoing player-inclusive development, but the 
original intention may not have been to encourage player authorship so much as 
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it was to detect problems with the game itself. Traditionally, PC games have not 
had to meet the stringent testing requirements demanded of consoles. A phase 
of months-long quality assurance testing ensures that games published on 
consoles are relatively free of ‘bugs’. This arose in reaction to problems 
experienced in the 1980s when console games frequently crashed. Such 
stringent standards were not enforced for PC games or on the players who 
made content for them because upgrades and ‘patches’ are easy to release 
online for computer games. Some PC game developers rely on players reporting 
bugs and they publish games knowing that bugs exist. 
Another phase of testing described in Digital Play (Kline, Dyer-Witheford 
and De Peuter 2003:202-03) is what the industry calls ‘focus group’ testing. 
Gamers are invited to ‘beta-test’ a game before it is published and this is 
roughly equivalent to an audience pre-screening before a film’s final edit. It is a 
post-production phase where players are observed interacting with the game 
and their feedback is elicited. Typically, they are already familiar with the genre 
and basic controls. To a limited extent, these players have control over the 
development of a game and can be called ‘co-creators’ in as much as a game 
feature may be altered or dropped from the final version based on their 
experience with the product. The focus group players, in effect, have ‘editing’ 
rights but they are only a small group in the consumer-creator category. 
Traditionally, they comprise 10-20 ‘typical’ players who play the game in a 
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studio-controlled setting (and who also probably want to join the industry as 
testers).  
Banks (2009) relates how Auran used an online community of player-
consumers to test a pre-release version of MMORPG Fury (2007). The players 
appeared to have an ongoing influence on the game. Potentially Fury’s 
development cycle embraced ‘iterative design’, a process which involves player 
testing and feedback during pre-production and throughout production (Salen 
and Zimmerman 2004; Fullerton 2008; Sotamaa 2007). Certainly Auran’s play-
testers had more impact than a typical one-off focus group on the production 
team: “the design and production practice of Auran’s professional creatives 
(designers, producers, community managers, etc.) were disrupted and unsettled 
by the need to negotiate with the expertise and knowledge of players” (Banks 
2009:79). The player-testers provided feedback during the last twelve months 
of the game’s development but, according to Banks, the producer and games 
designer downplayed or disregarded much of their input: “Auran management 
struggled to manage this tension between the expertise and creative control of 
the professional design team and the collective intelligence of the gamer 
community” (2009:80). The developers feared a ‘design by committee’ fiasco 
and the play-testers felt their change requests were ignored. Banks blames the 
game’s failure (which culminated in Auran’s closure) on the development team’s 
and manager’s inability to recognise “the players’ expert status as co-creators” 
(2009:83).  
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The developer’s lack of enthusiasm for the iterative process involving on-
going play-testing is a common experience observed by Salen and Zimmerman 
(2004:12) and Fullerton (2008:248). Rouse agrees that play-testing is invaluable 
(2005:447,472) but argues that early play-testing involving a focus group of 
gamers is “one of the biggest mistakes a designer can make…the game ideas 
they [gamers] come up with are not certain to be good ones [because]… 
players do not know what they want, but they know when it is missing” (Rouse 
2005:18). Rouse warns against using fans to play-test games because they 
“tend to see every difference in your game from other games in the same genre 
as being a serious design flaw and will, as a result, stifle whatever creativity you 
may try to incorporate into your new game” (Rouse 2005:489). Involving 
players in the production process exposed Auran’s team to change requests 
from their game’s greatest fans. If we are to believe Rouse, their suggestions 
would have made the game more generic, not unique. Banks is of the point of 
view that player involvement in game design and production could have been 
ground-breaking and innovative. Instead, it was a schedule-threatening, 
budget-breaking, design-weakening experience. The players had little idea how 
much time and money their suggestions would take to achieve, nor were they 
aware how diverse their feedback was. As Hocking (2009) and I have 
experienced, features are abandoned in the later stages of development, not 
added. The mistake was not in ignoring the players as co-creators, it was 
involving them at a stage of the development process when budgets and 
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schedules are rigid, a stage where it was “too late to make any fundamental 
changes” to the game (Fullerton 2008:249). A better place to introduce player 
design input (from a scheduling and budgeting perspective) is during the pre-
production phase of the project, or, even earlier, says Fullerton, when ideas are 
being generated in the concept phase (2008:249), despite Rouse’s reservations 
about player involvement in the generation of game ideas. Making players 
responsible for differentiating the new game product from competitive products 
(see concept documentation in section 3) may mitigate Rouse’s concerns.  
Taylor’s conception of participatory design saw players as “prime agents 
in producing the very systems they are engaged with” (2005:3). While she 
somewhat ambiguously referred to the futility of this in “the current state of 
affairs” (2005:4), presumably in console and PC game development ten years 
ago, she did use MMORPG Everquest (1999) and player feedback on bulletin 
boards of game sites as examples of player influence on design. However, she 
seemed resigned to the power imbalance between “those with the tools and 
power to implement change (designers and programmers) and those without 
(players)” (2005:9). I concur. What little I saw of player feedback had no impact 
on the design of Ratbag’s games at their conception. Game designers see their 
craft as art, Taylor maintained, which is not conducive to collective authorship 
but in fact is “a complex negotiation between what the player might like to do 
and what they must or should do” (2005:8). Ultimately Taylor foresaw player 
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influence on design being strongest in avatar representation and gender 
(2005:11). 
 Whatever the original intentions were behind developers’ decisions to 
include players in the creation process in the final stages of development, 
increased player agency has proven so pivotal to a game’s commercial success 
that console developers are now making single-player videogames with player-
adapted and player-created characters, dialogue and levels. Sotamaa suggested 
that it may be one way to inject diversity and originality into otherwise ordinary 
games (2007:463). Mass Effect (2007), a single player action-RPG game of 
critical acclaim13, allows the player to customize the characters’ gender and 
appearance across six ‘classes’ or types. The player also has control over the 
dialogue stream of the player-character in that they are allowed neutral, friendly 
or aggressive responses in conversations with non-playing characters (NPCs). 
LittleBigPlanet (2008), a scrolling 3D platform game, not only encourages 
player-created characters, it facilitates player-created levels. Players design their 
own game sets and place obstacles in the path of their characters. 
LittleBigPlanet was nominated for ten categories in the Interactive Achievement 
Awards in 2009 (Caoili 2009). Minecraft’s (2009) success is dependent on 
players’ need to create. 
                                       
 
13 It was declared Game of the Year by The New York Times in 2007.  
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Game writing 
Player agency need not be restricted to direct player involvement in the 
production process. The scripts, as mentioned earlier, should take the audience 
into account. A 2004 Australian government report on the film and games 
industry recommended that better quality scripts should be written to take into 
account audience appeal. The study went so far to link improved scripts with 
increased profit (CoA 2004:176-178): “…greater audiences increase the benefits 
of a project” (CoA 2004:164). While the issue of “underdeveloped” scripts was 
raised as an issue in relation to the film industry, good quality script 
development is just as relevant to the games industry. Taking the player into 
account during script production is vital to the game’s audience appeal.  
In the early days of console development, the game designer was 
responsible for the writing of non-interactive cutscenes, the writing of gameplay 
dialogue, the writing of the gameplay itself (eg missions/levels) and the writing 
of the game design (how it functions). Some writers with a film or TV 
background contributed cinematic scripts. Designers had little, if any, 
professional writing experience in the film or print industries, but they did have 
an understanding of the player’s potential interaction with their product, based 
on their own experiences of interaction.  
Combining high-quality writing with a high awareness of player 
interaction is a vital component of narrative design. To borrow Juul’s 
terminology a narrative designer’s role is to reduce the incoherence between 
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rules and fiction in games (2005:195). One means of achieving this is to 
incorporate an integrated writing process into game development that supports 
the development of exceptional scripts, characters and gameplay (discussed in 
section three). For example, there are documents that outline the choices and 
actions a player might take in the course of gameplay. (One of them is the 
mission flow mentioned previously.) Knowing, for instance, that character A will 
attack character B under circumstances X and Y but not Z can be re-enforced or 
rationalized in the character’s background biography (character bible) and 
catered for in the scripts. Gameplay dialogue is written for each of the possible 
circumstances and cutscenes are written to accommodate multiple possibilities 
or, to save on the cost of development, actions leading to one cutscene as full 
motion video (FMV). If the scenes are simple enough to be procedurally 
animated in game, then the scenes can be varied according to the player’s 
actions. An awareness of the technology is also a vital component of the writing 
equation. The writer decides what elements of the story have multiple variants 
and what elements have single outcomes. All must support gameplay and the 
game’s overarching design – the ‘rules’ of play. If the story treatment, character 
bible and design document (to name a few in the process) are simultaneously 
developed, they stand a better chance of being mutually coherent. ‘Audience 
appeal’ in terms of engaging story and gameplay is possible in this context. 
Games such as The Last of Us (2013) and Tombraider: Reboot (2013) are 
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examples of well-regarded game stories and character development that is 
integral to gameplay. 
Symphonic design and play 
Perhaps Clint Hocking, Ubisoft’s Creative Director, sums up the debate about 
authorship best. He argues that principal authorship of a game lies in the act of 
creating it and that interacting with the created work does not shape it, but 
reveals its possibilities (Hocking 2007). Speaking from the perspective of a game 
creator, he says, “I author mechanics that yield deterministic outputs in the 
game dynamics that lead the player to experience the aesthetic I want them to 
experience (within a given tolerance)” (Hocking 2007). Hocking defines the 
relationship between the game designer and the game player: “The designer is 
the composer, the player is the conductor. The orchestra is the hardware and 
the sheet music is the software” – the game is the symphony (Hocking 2007). 
Without diminishing the role of the player as an author of agency in games, this 
thesis is primarily concerned with the role of the game creator as a narrative 
designer which in itself is often comprised of multiple roles: writer/designer, 
fiction-maker/rules-maker. In the following sections I put these roles in the 
context of a game’s production environment and show that there are forces in 
play beyond the roles that directly affect a game’s fictional world. Game design 
is a process in a unique model of development. Videogame authorship is more 
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than just academic debate. It is a production methodology that is relevant to 
creativity, innovation and expertise across a range of digital media. 
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2. FORCES AT PLAY IN THE GAME STUDIO  
 
The cost of producing a top PC game in Australia in 2000 was about AUD4 
million. In 2004 it rose to AUD12 million for a Playstation 2 game14. By 2007, 
Australian developer Auran had spent AUD15 million on their online PC game 
Fury (Banks 2009:80). In 2008, game budgets reached USD30 million worldwide 
(Fullerton 2008:423) and included multiple SKUs15 such as next generation 
console platforms Xbox 360 and Playstation 3.16 The 2010 release of LA Noire, a 
PlayStation 3 adventure game by Australian game studio Team Bondi was 
purported to cost USD50 million to make17. Less than five years later, the cost 
of producing a AAA console title doubled. Tombraider: Reboot (2013) is said to 
have approached $100 million in production costs, necessitating the sale of over 
5 million units to break-even.18 Videogames are big business. Sales were 
                                       
 
14 Estimates given by industry panellist Dr Mike Cooper “Games as Docos” seminar, Australian International 
Documentary Conference, Adelaide, Feb 2007. 
15 SKU (stock keeping unit) refers to a unique system configuration, platform and region. For example, Xbox360 PAL, 
Xbox360 NTSC, Nintendo DS and PSP are separate SKUs. 
16 Nothing compares to the budget for the development of the adventure game Shenmue, released on Sega’s Dreamcast 
in 2000. According to an interview with the producer, Yu Suzuki, Shenmue cost USD70 million to make. 
http://www.youtube.com/watch?v=mmXVco0Bkyk 
17‘Top ten video game budgets ever’ http://www.digitalbattle.com/tag/video-game-budget/ 
18 ‘Tombraider finally achieved profitability “by end of year”’ Tom Phillips 17.01.2015 Eurogamer.net (accessed 
10.05.2015) 
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estimated at USD20 billion in 2009 (Remo 2009), the majority of which are 
game sales (software), not the consoles (hardware) that run them.19 If we 
compare US games revenue to games sales in Australia for 2008 – AUD1.96 
billion (about USD1.3 billion), Australia was a drop in the ocean of the games 
market (Plunkett 2009).  
With the majority of game sales being overseas in the early ‘naughties’, 
over 80% of Australia’s game production was for the export market (GDAA 
2006). Australian game development studios worked for US publishers who paid 
for the game’s production. These publishers ‘called the shots’; Australian 
developers (the larger ones) had little say over what type of game they made or 
what story or characters were in it (Carruthers 2007).  
In my experience, the high cost of production, predominantly funded by 
publishers from the United States, put considerable pressure on videogame 
development studios to produce high quality games on time and to budget. If 
their products dropped in perceived quality, were delivered late or over budget, 
the studios risked closure. If the exchange rate favoured the Australian dollar, 
US publishers reduced budgets or cut projects. One of Australia’s longest 
running, largest independent game developers, Krome, allegedly cut its staff 
                                       
 
19 An exception to this is Nintendo’s Wii which in 2009 had a predicted growth of 11% (Remo 2009). 
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from 400 to 285 between November 2009 and April 201020 after receiving poor 
reviews of its game Star Wars Clone Wars: Republic Heroes (2009). Officially 
the lay-offs were attributed to world-wide declining game sales and the poor 
USD to AUD dollar conversion. In addition to sharing content and quality of life 
issues with their northern hemisphere colleagues (IGDA 2004), the Australians 
had their own unique set of challenges to deal with as international ‘players’ on 
the videogame development market. 
The following dramatised account is the story of eight people in an 
Australian game development studio of about 60 employees on a typical day in 
2006. It highlights the pressures and pleasures of game production on a driving 
game approaching the Beta milestone. The ‘day’, the ‘studio’ and the ‘staff’ are 
representative – the purpose of the story is to illustrate that what goes on 
behind the closed and confidential21 studio doors of any game developer is 
                                       
 
20 Reports on games developers sites: http://www.tsumea.com/australasia/australia/news/230709/krome-studios-
reaches-400-employees; http://www.tsumea.com/australasia/australia/news/140509/krome-studios-one-of-the-top-
50-game-developers; http://www.australiangamer.com/news/2637_krome_studios_official_statement.html; 
http://www.tsumea.com/australasia/australia/news/121109/the-latest-round-of-redundancies; 
http://www.kotaku.com.au/2009/11/krome-boss-confirms-job-cuts/; http://www.co-
optimus.com/article/3018/Krome_Studios_Lays_Off_Staff_Due_to_Poor_Dollar_Conversion.html; 
http://www.tsumea.com/australasia/australia/news/220410/krome-studios-sheds-another-50-employees 
21 Game developers are required to sign non-disclosure agreements (NDAs) about the production of their products. 
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reflected in the product that comes out of it. This section highlights ‘unseen’ 
workplace practices and pressures affecting game production in the mid-2000s. 
A day in the lives of the game makers (dramatised account) 
8.00 AM WEDNESDAY  
The sky is cerulean blue this morning. 23-year-old 3D artist Shane is surfing – 
and it’s not the web. The waves are small but there’s a good break 20 metres 
out. He can catch the white-water curls on his half-mal.  
After six smooth blissful rides, it’s time to leave. Shane tucks his board 
under his arm and carries it up the beach to the car park. He passes a 16-year-
old girl – white blonde, tanned and bikinied – walking to the water’s edge. Nice 
tits, he thinks. “Won’t catch much on that,” he comments, nodding to her much 
smaller and sleeker surf board.  
She giggles and keeps walking. Shane contemplates the jiggle of her 
breasts. “Wonder if Carl’s gonna deliver boob motion this week?”  
 
Carl, 26 years old and a programmer, ducks into the corner shop to buy a 
Farmer’s Union iced coffee and, after a moment’s hesitation, gets a chocolate 
donut too. He eats it as he swipes his security card over the door sensor and 
swigs at the carton of milk as he walks past the ping pong table to sit at his 
desk. He passes only one other person, another programmer checking his email. 
The guy’s wearing headphones and Carl doesn’t say hello.  
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Carl switches on his computer, finishes his breakfast and heads for the 
kitchen to make coffee. The counter is piled high with dirty takeaway 
containers. Carl sniffs at one. Thai food, again. Carl’s lucky to get out of doing 
late shifts this milestone, but with his son only one month old, he’s not getting 
much sleep anyway.  
Mug in hand, Carl sits down at his desk and stares at the lines of code on 
his screen. His eyes flick to the photo of his wife holding their young son. 
“Wonder if I can get motion sway working by next month?” he thinks. “Then 
maybe I can have a few days off to spend with the family.”  
 
“Fuckin’ family,” Marty thinks. The 35-year-old studio producer adds another 
weight to the bench press and pushes. His ex-wife won’t let him see his kid, 
again. The bitch wants more money. Marty won’t get his bonus unless the game 
meets its deadline and achieves at least an 8.0 ranking on Gamespot. He’s low 
on cash. No cash, no kid. “Fuck!” The weights come down with a clang. 
Marty wipes the sweat off his muscled chest and cherry face. He walks to 
the kitchenette and opens the fridge. In it are bottles of beer, bottles of 
vitamins and bottles of powdered protein. Marty spoons protein into a cup of 
water and drinks it before putting eight Weetbix into a bowl with soy milk. 
He flips open his laptop to access his email. “Wonder if Joe’s going to 
cancel our phone conference again today?” he asks himself as he checks for 
messages from the publishing producer in the States. 
R Potanin Hairpins and Cockpits PhD (October 2016) 66 
10.00 AM WEDNESDAY (5.30 PM Tuesday LA time) 
Joe’s sitting at his desk next to a window four stories up in a building that looks 
out over the lights of Santa Monica. The 28-year-old publishing producer is 
typing an email to the developer in Australia. Joe had a brilliant idea this 
morning, one that will put this game at the top of the Gamespot charts. “We 
need to make the player character stand out,” he writes. “We need to make him 
a national icon, a reluctant hero who just happens to have the right skills for the 
mission.”  
Joe pauses. He knows the change in direction affects the player character 
model and cutscene scripts, but it will give the game the point of difference it 
needs to make it stand out in the marketplace – more importantly, stand out on 
Walmart’s shelves.  
“Make the player-character a professional baseball player.” Joe presses 
the send button and turns on the TV to watch the highlights of the Dodgers vs 
White Sox game. 
 
12.00 PM WEDNESDAY 
“A baseball player?” Rachael is incredulous.  
Marty sighs. He’d been on the phone to the publisher all morning. 
Eventually he’d come around to Joe’s way of thinking but it would take a lot to 
convince the team. Marty nods in confirmation, adding, “…the player character 
has to carry a bat and probably a baseball glove”. 
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“Let me get this straight,” Rachael, the 30-year-old studio writer, speaks slowly. 
“Joe wants us to use a bat as a weapon…”  
Marty gets up from the table. “Oh, and one more thing, rewrite the first 
scene…” He walks to the door of the small room. “…with a hot tub.” Marty turns 
away as Rachael absorbs this latest instruction. He’s late for a lunch meeting 
with another publisher who’s just flown into town. “Sort out the script in the 
next few days. The project has to stay on schedule.” 
Rachael finally finds her voice and calls out to Marty’s retreating back, 
“What about Ben?”  
 
Ben is shooting as many of the enemy as he can but the NPCs stay behind the 
car wreckage and the 32-year-old game designer can’t get a clear shot. He 
throws down the controller in exasperation. The game balance for this mission 
needs more work. The enemy AI should be more aggressive.  
Ben turns to another videogame console connected to a TV and starts up 
an open-world post-apocalyptic game just released last month. Rachael appears 
in the doorway. He glances at her and continues to play. “What’s up?” 
Rachael moves behind Ben and watches the killing on screen. “That the 
competition?” she asks.  
“Yep,” he answers, “and you should be playing it”. 
Rachael pulls a face. “You know how much I hate shooters.”  
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Ben pauses the action and turns to Rachael. “Ours is a driving game too and 
you love those. Try to get over the fact that there’s guns.”  
Rachael changes the subject. “Not sure you’re gonna like it much when 
you hear this…” 
 
2.00 PM WEDNESDAY 
“Did you hear?” Lara, a 24-year-old animator, asks Shane.  
“Hear what?” Shane doesn’t look up from his monitor. He’s using the 
mouse to pull the wire frame of a female character, a minor boss enemy, 
further out from the chest. She now has breasts the size of watermelons. 
“The player character’s been changed to a baseball player.” Lara peers 
around her computer monitor to look at what Shane’s doing. “How can I 
animate her with boobs like that?” 
“Your problem, not mine,” he says.  
Lara’s unsure how to proceed. She only joined the team last week on 
contract. Shane’s been working at the company for four years. She tries logic. 
“Her arm will intersect with her breast when she draws a gun.” Lara stands up 
to demonstrate. “She’ll have to hold her weapon like this…” Lara bends forward 
to wrap two arms around an imaginary wine barrel to grasp a make-believe gun 
with two hands.  
Shane eyes the cleavage revealed by this latest move and thinks Lara 
would make an ideal body reference.  
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Lara swings upright, holds both arms at right angles to her body and 
rotates at the waist, thumbs cocked and forefingers pointing out. “…or shoot 
sideways.”  
Shane: “Yeah, that’s the move. Lara Croft couldn’a demonstrated it 
better. What’s your point?” 
 
4.00 PM WEDNESDAY 
“What’s the point?” asks Ben. He’s sitting across the desk from Marty in the 
producer’s office.  
“It’s a marketing thing,” says Marty. “The publishers want this game to 
stand out.”  
Ben’s sceptical. Their game is one of several similar action titles being 
launched this year. Shouldn’t the publisher have thought of point of difference 
before hopping on the driving shooter genre bandwagon? A reality check that’s 
come millions of dollars too late, he thinks. “Will the public buy a baseball jock 
behind the wheel?” Ben asks. 
“That footballer from Arizona State got huge press fighting in Iraq. Now 
he’s a national hero after dying there.” Marty gives Ben a level look. “How much 
work does it mean for you?” 
Ben’s already calculated that the missions in the level they’ve built and 
that are due for delivery Friday will need to be re-balanced to accommodate the 
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new weapon, the bat, and gameplay. Two days per mission. Ten missions. 20 
days. “A month, maybe more,” he says.  
Marty winces. The deadline is immoveable. The game has to launch in 
October for the Christmas market. On top of that, the level design team still has 
another two levels to build. We’re fucked, he thinks. “Start training up the 
testers,” he says. “The level designers will have to work late.” 
Ben sighs. It’s been like this on every project. “But the guys have already 
put in the hours to get this milestone out. They need a break.” 
“They’ll get a very long break if this game doesn’t go out on time, got 
me?” 
 
“Gotcha!” Sam yells in delight. The 20-year-old tester just nixed fellow tester 
Robbie’s commando in multiplayer mode. Robbie’s only been at the studio for a 
few months. He is 18 years old. 
“Not fair, that building doesn’t have physics. You shot right through it to 
get me.” Robbie complains.  
“Stop whinging and log it in bugtracker,” says Sam.  
They’ve got a long night ahead of them. The boys have to test all ten 
missions in single and multi-player mode for Friday’s milestone delivery. Then 
tomorrow, they make another build and start again, hopefully with the reported 
bugs fixed and less new ones appearing.  
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Sam downs the last dregs of his coke and places the empty can on top of 
a pyramid of fifty others. Robbie reaches down to the bar fridge beside the sofa, 
pulls out two more cokes. The testers pop the tabs in a concerted hiss and start 
the next mission. 
 
6.00 PM WEDNESDAY 
“What mission are you up to?” Rachael types an email to the scriptwriter in LA. 
She hopes he’s finished polishing all the cutscenes for level three. “We have to 
re-write the scenes in the first level.”  
Rachael knows the scriptwriter won’t be awake but she wants him to get 
the email as soon as he logs on in the morning. This will give him time to 
absorb the news before she calls. It took him several days to get over the last 
change in direction and this latest one has been the third in as many months.  
The publisher had insisted the Hollywood scriptwriter write the story and 
collaborate on all the major scenes. Americans know how to write for an 
American audience, Joe had said. But Rachael half wondered if the constant 
changes indicated that someone at the publishing company was less than 
impressed with the film writer. He’d written action movies but this was his first 
game. 
Rachael had had to re-write many of the scenes to make them shorter 
and the dialogue snappier to fit with gameplay. Ben nearly had a fit when he 
saw the length of the first draft scripts. “People will fall asleep before they get 
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to play the game,” he complained. After that, he’d insisted she write all the 
gameplay dialogue. 
Ben pops his head over the partition next to Rachael’s computer. “You 
want dinner? I’m ordering Thai for the guys.”  
 
“What kind of guy do you think I am?” Carl demands indignantly. Marty had just 
stopped the programmer on his way out the door and asked if his feature was 
finished, implying that Carl shouldn’t be leaving when his mates were still 
working. “It’s ready when I say it’s ready.” It’s nowhere near ready but Carl’s 
not going to admit this to the boss. He’d have to do unpaid overtime. 
“I need to know if it’s on schedule, Carl, that’s all.” 
“Are you saying it’s not?” Belligerence had gotten him out of situations 
like this in the past. 
“Your tech’s been late before, mate.” 
“Piss poor scheduling, that’s why.” Carl looks pointedly at Marty who’s 
responsible for the schedules. 
Marty lets this one through to the keeper. From experience he knows it 
will just turn into an insult match. “You’re supposed to finish it this week. If 
there’s a problem, I need to know.” 
Carl’s mobile phone rings. “It’s Mai Li. Gotta go.”  
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“Uh, you don’t have to go anywhere, do you? This won’t take long,” mutters 
Shane behind the camera. 
Lara looks down at the lens eight centimetres from her chest. “Do you 
have to get so close?”  
“I need shots of your skin, freckles, that sort of thing,” he says, and most 
definitely the crease of your cleavage, he thinks.  
“Do this often?” Lara asks as Shane moves the camera down to her 
midriff. 
“Lift up your shirt. I need a shot of your belly button.” “Nice piercing,” 
Shane comments. It was just what he was hoping for. “We don’t get many 
women in the studio. I need more females for the texture library.” Shane looks 
up at Lara’s skeptical gaze. “Hey, this is legit. Most of us are already in the 
library. I need these shots for the female character I’m working on.” 
For the second time that day, Lara hesitates. She wants to insist that 
Shane deflate the character’s breasts. She also doesn’t want to make a fuss. It’s 
hard enough being a girl in this testosterone tank. She doesn’t want a 
reputation as a troublemaker. Maybe she can use this attention to her 
advantage? 
Lara smiles. “Okay, one more minute.” 
 
8.00 PM WEDNESDAY 
Marty pokes his head around the door of Ben’s office. “Got a minute?” 
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Ben puts down the controller next to the test kit. “What’s up?” 
“There’s half a dozen coders working tonight and Carl’s not one of them.” 
“Carl’s got a life and a wife, which is more than I can say about us.”  
Marty considers this for a few seconds. Ben needs some downtime. “I’m 
having dinner with the publishers. Want to join us?” 
“Nah, I’ll stick around here. Keep an eye on things.” Ben glances in 
Rachael’s direction. 
Marty catches the look and frowns. “What’s up with Rachael? Haven’t 
seen her smile in days.” 
“She’s not too happy about the game.” 
“Not every game can be a Herbie.” The studio’s last title had been a 
light-hearted driving game and everyone knew how much Rachael had enjoyed 
it. Girls are too moody for this business, Marty concludes. He focuses again on 
Ben. “Join us later at the club.”  
“Will do.” Ben picks up the controller. 
Marty remembers why he wanted to talk to Ben. “I’m cutting motion sway from 
the game. Carl can start on batting tech tomorrow.” It’ll piss off the artists but 
Marty wants the bat in gameplay by the next milestone. 
Ben’s too absorbed in the mission to pay attention and grunts, “yeah, 
okay”. 
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10:00 PM WEDNESDAY 
“You okay, honey?” Rachael peers down at Lara who’s staring at her computer 
screen. 
Lara rubs her eyes. “Just tired, I think.”  
Rachael regards her levelly. “You’ve only been here a week and are already 
working late. You’ve got nothing to prove.” 
Lara looks around. About a third of the studio is filled with people at their 
desks. 
“They’re working on Friday’s milestone.” Rachael glances at the male 
character Lara is animating on her computer screen. She recognizes it from the 
character bible she wrote. “You’re not. That one’s in the next level.” 
“I’m trying to get ahead of the schedule, just in case there’s changes to 
the characters.” 
Rachael grimaces. “By the time this game gets out the door I bet every 
single one of them will be swinging bats and yelling ‘home run!’ as they take 
swipes at mailboxes.” She eyes Lara thoughtfully. “I saw you got the camera 
treatment earlier.”  
Lara ducks her head, embarrassed.  
“Hey, it happened to me too when I first got here.” Rachael smiles 
sympathetically. “It can be a bit overwhelming, all the attention I mean.”  
Lara shrugs. “I can handle it.” 
“Sure you can, but don’t be surprised if they hit on you.” 
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12:00 AM THURSDAY 
“Huh? What’d you hit me for?” Robbie looks dazed and perplexed. 
“You dozed off, dummy. Here, take this.” Sam hands him a coke and fires 
another shot.  
 
“Another bourbon and coke?” Marty yells over the music to the New York 
publishers. 
“Hey man, she’s hot.” The chubby, balding finance chief waves at the girl 
gyrating around a pole to ‘You can leave your hat on’.  
Marty smiles. The Yanks love doing business in strip clubs.  
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The roller-coaster ride of production 
According to games industry recruiter Vicky Cairns “games offers a rollercoaster 
job; there are more highs and lows than any other industry I have ever seen” 
(Krotoski 2004:29). A game can be halfway through its production when its 
story and gameplay are changed, seemingly on the whim and predilection of the 
publisher. Sometimes it is a change for the better, sometimes it is not. If the 
developer is an independent fee-for-service studio, their contract with the 
publisher will include penalties for late delivery, such as a loss in royalties. So 
the studio cuts features and makes its staff work longer hours to maintain the 
timeline and accommodate the change in scope. Film and game writers Flint 
Dille and John Zuur Platten (2007) sum it up neatly: “In game development, 
everything always changes” (2007:142): 
Games, like most creative works, go through many changes on the road 
to fruition. However, a unique aspect of the videogame business is that it 
embraces the process of iteration. That means the development of a title 
doesn’t necessarily have a gradual ramp upward to completion. Instead, 
there will be starts and stops, wrong turns, missteps, reversals and 
retreats, a refocusing of ideas, features-sets that are abandoned, levels 
that are cut, and new ideas that come flying in at the last minute, which 
makes everything better, but may also make everything that much 
harder.    (Dille and Zuur Platten 2007:150) 
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According to the International Game Developers Association (IGDA) over 80% 
of surveyed developers worked on projects that underwent changes during 
development (2004:20). Dille and Zuur Platten are especially sceptical about 
production schedules which they label as fabrications: “Almost every game 
development suffers from over-optimistic projections about schedule, budget, 
features – you name it” (2007:154). The IGDA’s findings back up this 
perception, saying that a third of developers surveyed thought schedules 
represented “wishful thinking that will only fit into reality if no unforeseen 
problems arise” (2004:19). Dille and Zuur Platten devote two chapters to 
strategies to cope with revisions and change.  
Sales convention, marketing rules 
It is likely the developer’s contract with the publisher will have bonuses or a 
percentage of royalties tied to a specified ranking on a videogame review 
website as an incentive for the developer to produce a high-quality product 
(Mott 2009:9)22. There is a perceived correlation between game reviews, 
rankings and sales. To give an example of the ranking system, Star Wars Clone 
Wars: Republic Heroes (2009) on PS3 received a 43 out of 100 on Metacritic 
(www.metacritic.com) which was considered ‘unfavourable’. In the reviews, the 
                                       
 
22 Also confirmed in a confidential discussion with Ubisoft publishing representative in 2004 
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game was criticized for its gameplay, content and control. Prior to June 2007, 
the predominant games review site Gamespot (www.gamespot.com) scored its 
games using a component ranking system. The separate features of a game 
were reviewed and averaged to provide an overall ranking. Gamespot changed 
its ranking system to one score out of 10 that ranging from ‘abysmal’ (1.0) to 
‘prime’ (10). 
Publishers are predominantly concerned with what will sell best in large 
family retail chains such as in Walmart – the biggest retailer of console 
videogames in the United States. Sydney game studio CEO Luke Carruthers 
confirmed this is his June 2007 podcast on the business of gaming. He goes on 
to say that innovation is limited in this economic development environment. As 
long as ‘shooters’ continue to attract a large percentage of console game sales 
(at the time of the podcast, Carruthers estimated it was 40%), publishers will 
continue to make them and that is all they will want to make. Cifaldi (2006) 
reported in Gamasutra23, a videogame business and development website, that 
first-person shooters were a “growing and highly attractive genre” that 
contributed to a significant portion of videogame revenue (USD1.5 billion) in 
2005 (Cifaldi 2006). Referencing a report by software research analysts Jason 
                                       
 
23 www.gamasutra.com 
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Kraft and Chris Kwak24, the Gamasutra journalist said publishers were attracted 
to the FPS genre due to its instant appeal and satisfaction for players (Cifaldi 
2006). Game sales show shooters are popular. In 2007, the top-selling 
videogames in the US were shooters Halo 3 (2007) and Call of Duty 4 (2007) 
(ESA 2008:6). While non-shooting Nintendo Wii games contended for the top 
spots in 2008 in Australia (Plunkett 2009), sales figures in the first quarter of 
2009 reported Killzone 2 (2008) and Halo Wars (2008) in the top positions and 
Wii Fit (2007) in third place (Kozenecki 2009). Even Nintendo, a traditionally 
family console publisher, recognised the popularity and profitability of violent 
games. Their game House of the Dead: Overkill (2008) climbed the charts 
within a few months of its release to ninth place in Australia (Kozenecki 2009).  
Economics does not encourage diversity in the games industry. Publishers 
spend their money and resources on titles that promise to be strong sellers 
(Fullerton 2008:423). Aphra Kerr (2006) believes that this is typical of media 
industries that start out with small-scale production and rapidly grow to 
corporations. “The move to create economies of scale in the games industry is 
being driven by the increasing costs of producing and marketing games, 
especially console games, the increasing power of retailers and other 
distribution gatekeepers…” (Kerr 2006:52). Publishers deploy economies of 
                                       
 
24 Video Game Journal (not found) 
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scope, she says, “to reduce uncertainty of demand” (Kerr 2006:52). Publishers 
pay for a game’s production costs yet only a small percentage of games will 
make a profit. Kerr deduces that publishers have to broaden their selection of 
titles across a range of genres “to ensure they have at least one successful title” 
(2006:52).  
I would argue that games publishers have tended to cluster their titles in 
the most popular genres, such as action-shooters, and replicated games instead 
of innovating them. Australian game developer and educator Paul Callaghan 
(2009) presented an analysis of 107 videogames developed by Melbourne 
studios between 2000 and 2009. While original titles dominated in the early 
years, ports25 and licensed titles increased dramatically from 2006, accounting 
for over three-quarters of games published in the last three years of the study. 
The sheer volume of unoriginal games produced indicates publishers and 
developers focussed on low-risk titles in the videogame marketplace. Ironically, 
Callaghan (2009) concluded that the few original titles produced attracted 
higher review scores while reviews for sequels and ported games declined.  
What changed in 2006 to initiate the growth of ports and licensed titles 
over original IP? The next-generation consoles PlayStation 3 and Xbox 360 were 
launched on the market. Juul reported that there was concern voiced at the 
                                       
 
25 Ports are when developers create different versions of a game on different SKUs or platforms. 
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2005 Game Developers Conference that the advancement in technology and 
capability of the new consoles’ graphics engines to render more polygons meant 
that more money would be spent on graphics and special effects (and the 
expansion of the art teams) at the expense of design innovation (2010:14). The 
Nintendo Wii was the only next-generation console that did not have high-
definition graphics, yet its sales out-performed that of the Sony and Microsoft 
consoles. In the case of two platform owners, technology drove marketing 
decisions; in the case of another console owner, the promise of a wider market 
demographic drove its technology. After five years of PS3 development the 
launch of original IP games LA Noire and Heavy Rain in 2010 heralded game 
innovation. Both games were marketed as ‘interactive drama’ and ‘cinematic 
gaming’. 
 
Home is where the game is 
In Australia in the mid-2000s, and even more so in the mid-2010s, development 
studios did not have access to a huge bank of designers, artists or programmers 
Figure 02 Analysis of 
Melbourne-produced 
videogames (Callaghan 2009)  
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experienced in games production. Importing developers from overseas costs 
money and takes at least three months to process visas. Three months is critical 
when you are less than a year away from beta26. So the studios trained up 
existing staff. An employee could be a tester one month and a level designer 
the next in this industry. And they could be burnt out. The toll of long hours on 
staff and their families was well documented and publicised in 2004 by ‘EA 
Spouse’ (Hoffman 2004) and in the IGDA’s Quality of Life White Paper (2004).  
The IGDA reported that complaints from spouses about their partners 
working overtime and the associated stress affected over 60% of developers 
(2004:21). Originally writing online as an ‘anonymous spouse’ of a developer at 
Electronic Arts (EA), games designer Erin Hoffman called EA, known for its 
plethora of sports games, a ‘money farm’: “To any EA executive that happens to 
read this, I have a good challenge for you: how about safe and sane labor 
practices for the people on whose backs you walk for your millions?” (Hoffman 
2004) Also a games industry journalist, Hoffman reported that within months 
after starting development on a game her partner was working six days a week 
even though the project was ‘on schedule’. The producers scheduled ‘crunch 
time’ – overtime to meet milestone commitments for which the developers were 
                                       
 
26 Games like most software products have three major outcomes of production described as ‘alpha’ (a working product 
with sections unfinished), ‘beta’ (a working product with sections finished but unpolished and with errors or ‘bugs’) 
and ‘gold master’ (a finished, polished and presumably bug-free product). 
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not being paid, for example, working seven days a week and/or over eight 
hours a day. Crunch time was common in the industry but in 2004 in the US and 
Australia developers started to publicly question why they were not being paid 
for overtime and why each production period had it. Some studios provided 
extra time off at the end of a project as compensation for the unpaid labor 
(IGDA 2004:19) but in the case of EA this did not happen (Hoffman 2004). It 
was not until after a multimillion dollar court case two years later that work 
practices changed at EA. The programmers who collectively sued the games 
publisher were awarded USD14.9 million in compensation and casual employees 
were reclassified at an hourly rate (Brightman 2006). 
According to the IGDA around the time that the ‘day in the life’ story is 
set 47% of game developers surveyed believed they were under significant 
pressure to release at a certain date, usually October in time for the Christmas 
market, and 38% of workers said they could not afford not to work overtime 
(2004:18). Over 90% reported that they worked crunch time either before every 
milestone, at beta or monthly and that crunch time comprised between 65-80 
hours per week (2004:18). Work days often started at 6.30 AM and 1.00 AM 
finishes were common (2004:26). One tester in the US reported not even going 
home: 
I worked really long hours […] In the end you’re working like 100 hours a 
week sometimes. Sleeping in the back of your desk or underneath your 
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desk. Get up, take a shower, hit the gym, get back in your seat and start 
working again.       (IGDA 2004:30) 
Four years later, the work hours did not appear to have improved. Mia 
Consalvo’s interviews with game developers revealed that “crunch time was so 
ingrained in the work culture that most individuals report ‘feeling lucky’ if they 
only have to work a standard 40-50 hour week” (2008:114). Consalvo said 
between 50 to 100 hours per week (for several weeks to several months) was 
much more common during the average 18-24 month production cycle 
(2008:114): 
The work is project-based, and most often planned to conclude with the 
game’s release during the most important buying time for any seller: the 
fourth quarter Christmas rush. Game development is then a continual 
battle between what is (the majority of the time) a hard deadline for 
launch, a series of creative, technical, and social challenges to meet in 
the process of developing a game. The result is an industry that often 
relies on ‘crunch time’ and ‘passion’ to shape artistic endeavors into 
business-shaped bottles.     (Consalvo 2008:113) 
Hoffman blamed the games development work ethic on large game 
conglomerates absorbing smaller studios and out-performing those studios that 
don’t sell out. The smaller independent studios cannot compete against teams 
with accelerated development schedules resulting from continuous unpaid 
‘crunch time’ and fold (Hoffman 2004). The alternative is to accept and 
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incorporate crunch time in a project’s development which became common in 
independent studios across the world. The IGDA reported that half the studios 
surveyed believed overtime and crunch time was “a normal part of doing 
business” (2004:31). 
Masterminds in the workplace 
Scheduling is problematic when new technology is being developed and is 
further exacerbated by changing scope. What a designer thinks is simple to 
code, a programmer does not. The programmer may add a few weeks of 
padding to their time estimate to develop a feature and fully intend to use it 
only to have the producer cut out those weeks to make it fit in the timeline. The 
IGDA reported that management-developer rivalry arises out of a 
misunderstanding of roles and distrust: 
We asked developers to point out the specific failings of the people they 
thought were “bad” examples of other professions. A number of 
programmers and designers said that “bad” producers lack practical 
knowledge of how to run a project and harbor an unfounded conviction 
that they know how to design a game. Producers thought “bad” 
programmers were overambitious and unable to comprehend the 
importance of deadlines.         (IGDA 2004:25) 
Importantly, the IGDA attributed this workplace dysfunction to an imbalance of 
personalities, saying psychometric testing and comprehensive interviews are 
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rare in the games industries (2004:25). The Myers-Briggs organization identifies 
16 personality types. Games designer Chris Bateman (2005) identified one of 
the personality types, INTJ – strategist, vision-holder and mastermind, as one of 
two personalities best suited for designing games. Using temperament theory, 
another personality classification system investigated by Bateman (2006), the 
same person could be identified as a ‘rationalist’: 
Those who express the Rational temperament as their primary pattern 
generally display a strong desire for autonomy, tending towards 
libertarian or even anarchistic political beliefs, or at the very least a desire 
to be their own master in their workplaces.  (Bateman 2006) 
  
Bateman’s hypothesis about game designer personalities is based on anecdotal 
evidence and not quantitative analysis but I found his suggestion and the 
IGDA’s conviction about personality homogeneity in games development so 
compelling, I decided to make further investigation the objective of this thesis.  
Most developers, including programmers, artists and producers, 
contribute to the design of a game or believe they have a right to. Dille and 
Zuur Platten devote two chapters to advising writers on how to cope with the 
group decision-making in games development: 
Video games, more than just about any other entertainment medium, are 
a collaborative art form. You’ll never hear the key grip comment on an 
actor’s performance on a film set, but in games, the 3D modelers are 
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more than willing (and, in fact, encouraged) to comment on the creative 
elements of the game, whether it directly affects their department or not.  
(Dille and Zuur Platten 2007:167) 
Fullerton stipulates that collaboration is a given for any successful game project: 
“The end result should be that everyone who works on the game should have a 
sense of authorship in the final product…” (Fullerton 2008:367). While Dille and 
Zuur Platten and Fullerton prefer the term ‘collaborative’ to describe the 
authoring process in game development, I would speculate that the 
collaboration arises out of an inherent controlling trait in the personality types of 
the developers themselves. The authoring process of game production is a 
process of mediation between multiple masterminds. 
Machismo on the production floor 
Game development is one of the last bastions of male predominance in the 
commercial entertainment world. During the time period of the ‘Day in the Lives’ 
dramatized story, a 2005 IGDA demographics survey with over 6400 world-wide 
responses, revealed 88.5% of game developers were male, 83.5% were white 
and the average age was 31. Women comprised 11.5% of game developers. 
Media training researcher Lizzie Haines found it was more like 16-17% in the 
UK, but almost three-quarters of those women were not involved in creating 
games (Haines 2004:6). They were predominantly administrative and marketing 
staff. Haines reproduces the following breakdown of roles in her report ‘Why are 
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there so few women in games?’ (2004). The pie chart (see Figure 03) is based 
on 2002 census data and involves a sample of 436 women in the games 
industry. The areas of design, programming and audio had the least female 
representation.  
                            
Haines’ own survey of 70 women in the industry disclosed only slightly different 
results: 
Only 2% of programmers are women, only 3% of those working in audio, 
and only 5% of games designers. The only two areas within the creative 
process with a significant number of women were production (8% of 
production staff are women) and art (9% of artists are women). One job 
area that this survey did not uncover was the increasing number of 
freelances working in games, 41% of whom are female, many of them 
writers.       (Haines 2004:6) 
 
The Game Career Guide Fall 2009 provided 2008 US, Canadian and European 
statistics on gender and salary breakdown across the disciplines. Women 
represented only 9% of the 2725 developers surveyed (Game Developer 
Figure 03 % of roles held by 
women working in the UK 
games industry (Haines 2004:6)  
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2009:38): 3% of programmers, 10% of artists/animators, 6% of designers, and 
21% of producers (Game Developer 2009). Surprisingly the number of women 
in quality assurance and testing had risen from 6% in 2007 to 14% in 2008 
(Game Developer 2008, 2009). Anecdotal reports show one female game 
developer in the US (Eudy 2008) optimistically announcing 12 females worked 
at her workplace, five of whom were artists and the rest were in HR, 
management and distribution. In 2004 level designer Katie Lea spoke of her 
experience of being one of six females in a UK team of 80 developers (Krotoski 
2004:27).  
In the mid- to late-2000s more males created 3D models of female game 
characters than female developers did. They made them in the mould of their 
fantasy bikini-clad blond or buxom stripper, no matter how ridiculous this looked 
in gameplay or unfeasible in reality. Size 36 C-cup Angelina Jolie, who played 
Lara Croft in the Tombraider movies, had to wear a padded bra and still did not 
come close to the triple D proportions of the game character she was portraying 
(Deuber-Mankowsky 2005:70). Real-life model Rhona Mitra had her breasts 
surgically enhanced to better approximate the size of the game figure she 
represented in Tombraider marketing campaigns (Deuber-Mankowsky 2005:58).  
‘Boob motion’ was even turned into a game mechanic for the action game Ninja 
Gaiden Sigma 2 (Tecmo 2009) and is used as ‘point of difference’ to market the 
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game. One online viral marketing campaign27 showed male game player after 
male game player nodding trancelike until it is finally revealed that they are 
using the PlayStation controller to move a female character’s breasts up and 
down. 
 
 
Abnormal sexual representations of the female game figure cannot totally be 
blamed on their male creators. As Taylor reported in a conversation with game 
designer Brad McQuaid about the human female characters in the massive 
online multiplayer role-playing game EverQuest (1999), the female art director 
at the company that developed EverQuest “felt strongly that the male and 
female characters should be ‘exaggerated’ or, more precisely ‘glamourized’… 
sort of like ‘Barbie and Ken’ ... The result was the somewhat controversial 
                                       
 
27 http://www.gametrailers.com/video/japanese-bounce-ninja-gaiden/56118 
Figure 04 Characters in Ninja Gaiden Sigma 
2 whose breasts are animated; the movement 
of the breasts can be player-controlled. 
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appearance of many of the female characters, they being voluptuous and often 
scantily clad…” (Taylor 2003:39). Stereotyped portrayals of female characters in 
games are inherent in the industry. 
Of the 60 people at the game development company in the dramatized 
account, four of the seven women who worked there were in production. In 
reality they would either choose to stay and support the stereotypes they and 
their male counterparts create or leave the industry. According to the IGDA 
(2004), they were more likely to leave. If they stayed, they would encounter the 
types of behaviour exemplified by ‘Shane’ the character modeller. His attention 
towards his co-worker’s body can be argued as being ‘strictly professional’. He is 
only interested in how he can apply her skin texture and shape to his current 
character model. But what he was doing, and would continue doing, is to 
exaggerate Lara’s real-world body into a highly fantasised one. And she would 
be aware of this every time she encountered that character in the game and be 
reminded of the frustration of animating such a figure.  
Making games is a hostile experience, particularly for women. At least 
44% of women have reported experiencing behavioural and verbal ‘micro-
aggressions’ in the game production workplace (IGDA 2016:29). One comment 
made in the #1reasonwhy twitter campaign in November 2012 reflected how 
women developers felt when faced with exaggerated portrayals of the female 
form in the workplace. Caryn Vaino tweeted: “Because I got blank stares when I 
asked why a female soldier in a game I worked on looked like a porn star…” 
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(Burrows 2013). The #1reasonwhy campaign started in response to a male 
game-player’s question: “Why are there so few lady game creators?” (Raja 
2012) and elicited thousands of responses. Another comment – “Because female 
devs’ input get repeatedly dismissed in a studio making games ‘for women’ 
(how about that one)” (Alien PippeN7 quoted in Plunkett 2012) – reflects the 
sexist nature of a male-dominated industry even during the creation of content 
for a female audience. “If you are a woman in the industry, there are all these 
little signals that you are not part of the club, that this is not your tribe…After 
time, it wears you down.” (Marleigh Norton quoted in Burrows 2013)  
Hostility in the game development workplace is an ongoing concern. In 
2017 Magic Leap, an augmented or ‘mixed’ reality company innovating gaming 
hardware and software was accused of sexism in the workplace. The company’s 
female VP of Marketing, Tannen Campbell, filed a lawsuit against Magic Leap for 
“turning a blind eye to the misogyny that was occurring in the company” 
(Velasco 2017). Magic Leap’s CEO “set up a Female Brain Trust Initiative (FBI) 
to make sure the company’s product design and content was developed with 
women involved, but none of their proposals ever made it into the design 
process” (Velasco 2017). The VP of Marketing said she was frozen out of 
meetings and her advice about targeting audiences wider than the mainly male 
employees was ignored. “The lawsuit alleges the company’s sexism caused it to 
stall development…’ (Velasco 2017). Hostile misogynistic behaviour in the game 
production workplace continues to affect product development and the people 
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who make the products: “…it’s becoming clear that misogyny in the industry is 
both a moral travesty and a potential warning sign that a business is in trouble.” 
(Alba 2017). 
In ‘Hegemony of Play’ (2007) the authors discussed how “the game 
industry [had] free reign to exercise a wide variety of gender and racially 
discriminatory practices and stereotyping, in both the workplace and in the 
content they create, that would be unacceptable in any other field” (Fron, 
Fullerton, Morie and Pearce 2007:310). They blamed it on the industry’s chosen 
market demographic of young males: “…it is often a struggle to create content 
that is outside the current definitions of successful game products” (Fron et al 
2007:311) because ‘success’ is defined by white males. ‘Lara’ the animator 
would not succeed in her attempts to reduce the breast size of the character 
she was concerned about, just as games producer Nour Pollini could not 
convince her team to dress a female player character in baggy pants instead of 
a string bikini (Fron et al 2007:311) and ‘Caryn’ could not prevent a female 
soldier character from looking like a porn star (Burrows 2013). 
Female objectification is as prevalent on the production floor and in the 
players’ homes as it is in the games themselves. The controversy surrounding 
Ubisoft producer Jade Raymond is a case in point. Ubisoft used the attractive 
and articulate young woman to promote the game Assassin’s Creed (2007). 
Jade’s image appeared in marketing material, she hosted the developer diary 
videos and she appeared in numerous interviews such as those for IGN and 
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NextGen28. The gaming public’s backlash against her was based on their sexist 
reaction to an attractive female game developer. As one post on the Game Girl 
Advance website commented:  
It is dangerous to be a beautiful woman in the games industry. Oh, it's 
difficult to be a woman, period. But if you also happen to be attractive, 
you are doubly cursed… you can't possibly have gotten where you are 
without seducing men along the way. The punishment for being a 
beautiful woman in this industry is to be called vile names, ‘incompetent 
slut’ being the mildest of insults. I suspect that most women in the 
business have experienced some form of this irrational hatred.  
(‘Jane’ 2007) 
The fact that Jade has a programming and graphic design background held little 
sway. The fact that a male creative director and a male level designer were also 
interviewed and hosted the developer diary videos was overlooked.29 It was 
generally believed that she was only hired for her looks. Ubisoft capitalised on 
the novelty of having a young attractive female games producer. When I 
                                       
 
28 Video clips can be viewed on YouTube, eg http://www.youtube.com/watch?v=oDWabHnSxtg for a developer diary 
video and http://www.youtube.com/watch?v=OoUp1Cg0-fE&feature=related for an IGN interview called ‘Assassin's 
Creed TGS 2007: Jade Raymond IGN Interview’. 
29 The Creative Director of the game, Patrice Desilets, an attractive male, was also featured in the developer diary video 
clips. A male level designer was interviewed in the French video clip ‘Jade Raymond interview: Assassin’s Creed: The 
Pixel Queen’ http://www.youtube.com/watch?v=FFz8-RNx818&feature=related. 
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produced a game for Ubisoft in 2004, I was the first female producer the 
publisher’s representative had ever encountered. I was filmed for the game’s 
own version of a developer diary and interviewed for TV. I would like to think 
that I was a role model, but women in the videogames industry were so rare 
that I was merely a curiosity.  
These anecdotal reports from women in game development suggest 
games studios are hostile to women. One woman on the IGDA’s ‘women in 
game development’ email list reported overhearing an executive producer at her 
studio complaining that he would have to fire a young attractive female 
animator because she was distracting her male co-workers, many of whom were 
flirting with her.30 Despite the validity of Shane’s ‘up close and personal’ 
photographic work, chances are he would have continued to pay Lara a lot of 
attention. Closing game deals at strip clubs is not merely a titillating ending to 
the dramatized account. I was asked to attend ‘meetings’ at strip clubs on 
several occasions both in the US and Australia.  
Controversy around female game developers is not restricted to the inner 
sanctum of the game studio. It spills out into the gameplaying community, stirs 
the game development community and shocks the public media. Adelaide-based 
writer and co-producer Holly Owen and technical director and co-producer Karyn 
                                       
 
30 Email subject thread ‘Hostile Environments’ women_dev Digest 24-28 January 2009 Vol. 54 Issues 32-36 
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Lanthois attended the Australian Games Developer Conference for the first time 
in 2007 to promote their mobile RPG game Coolest Girl in School (2008). The 
game’s goal was to “Lie, bitch, and flirt your way to the top of the high school 
ladder”31. Owen and Lanthois said they were all but ignored by the other game 
developers at the conference for producing a ‘girl game’ until news of the game 
hit the media before it was released.32 Suddenly they went from invisibility to 
ignominy. The game was condemned by the Australian Family Association. The 
developers were accused of warping young girl’s minds and encouraging teens 
to take drugs and have sex (Dredge 2007, CanWest News 2007). Morally 
questionable games and films are produced for teenage consumption every 
year. What made Coolest Girl so outrageous: that it was pitched to young 
females or that it was created by women? 
US game designers Heather Kelley and Erin Robinson attracted similar 
controversy at the Games Developer Conference (GDC) in the US in 2009. They 
were the first women to win the GDC game design challenge. That year it was 
autobiographically themed. The two women designed a dating simulation 
incorporating a series of mini-games based on losing one’s virginity. Feedback 
from fellow developers ranged from ‘laughable, insulting and unrealistic’ to it 
                                       
 
31 www.coolestgirlinschool.com 
32 As reported by Owen and Lanthois who presented at a Mega09 seminar 12 March 2009 Adelaide Australia 
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being seen as a classily pitched and sexually revolutionary game.33 The 
controversial game design even made it onto CNN news (Terdiman 2009). Why 
did the game design elicit such strong reactions? Was it the content or the 
game’s creators? 
Stepping away from public opinion and returning to the industry 
workplace, Haines (2004) reported in her UK survey that a quarter of women in 
games felt it was not a good work environment for women citing crunch time, 
sexism in the workplace, unequal treatment/pay and the lack of female 
colleagues as some of the reasons. Krotoski (2004) also reported that women 
game developers had a substantially lower starting salary than their male 
counterparts. As of 2008 women game developers received salaries that were 
on average $12,000 below their male counterparts (Game Developer 2009:38). 
Strangely, other women in Haines’ survey gave the opposite reason for why 
they liked working in games: flexible hours, respect from male colleagues, equal 
treatment and females in senior roles.  
Every woman that I worked with in games production left the industry. 
The primary reason, according to Consalvo (2008), was NOT sexism in the 
workplace.34 Consalvo interviewed ten women in games development to 
                                       
 
33 Subject thread ‘Game on Losing One’s Viginity’ women_dev Digest 30 March 2009 Vol. 56 Issues 25-27 
34 This is in contrast to the 2014 Developer Satisfaction Survey: Industry Trends Report which indicated half the people 
in the games industry still thought sexism in the workforce was an issue (IGDA 2014:10).  
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discover what made them want to stay or go. She identified a passion for games 
kept women and their male counterparts in the industry and the long hours 
forced them to leave. My greatest challenge when I worked full-time in games 
development was being creative and even-tempered while working 12-hour 
days, six days a week, for months at a time. One of Consalvo’s interviewees, a 
game designer, left the large game development company she worked for after 
continuous 12-14 hour days: “They let us out one Sunday after eight hours, and 
told us we should be grateful we didn’t have to stay for twelve” (Consalvo 
2008:114). In the 2014 edition of the Developer Satisfaction Survey, poor 
working conditions featured strongest in negative feelings about the games 
industry (IGDA 2014:10). 
If long hours drive women as well as men away from games 
development, passion may be what attracts them to the industry and keeps 
them there. According to games recruiter Vicky Cairns, “despite the insecurity of 
many projects, the team still works with dedication and passion for what they 
do” (Krotoski 2004:29). Consalvo (2008) cited numerous job descriptions that 
listed ‘a passion for games’ as a position criterion. Three of her interviewees 
said they had tried to quit, have quit and returned, or plan to return because 
they are addicted to working on games and are unable to not think about game 
design (Consalvo 2008:117). My personal experience aligns with Consalvo’s 
interviewed subjects. Despite the long hours (or perhaps because them), I was 
on a creative ‘high’ and didn’t want to give up making games. Even to this day, 
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a week does not go by where I do not have a game idea. Passion as a socially 
engineered motivator in game development is explored further in section 6 of 
this thesis. 
Play to get paid 
Despite the games industry purportedly being more exploitative of its creative 
talent, its production model has a lot in common with the film industry, 
especially when it comes to producing an animated cutscene. Game developers 
can learn from their more entrenched media colleagues. Film and TV writers are 
employed to raise the quality of story and dialogue in games, yet many still lack 
the skill to deliver game-ready scripts. Game technology and gameplay have a 
huge impact on how a script is written and rewritten. The game designer will 
cut a line of dialogue in a game if it is too long for an action to take place. In 
the words of one Australian lead game programmer: “Gameplay always wins in 
a face off against story or graphics.”35 Game designer-writer Deborah Todd 
(2007) is emphatic – “Story is NOT king” – the game mechanics, art and sound 
are what is important. 
                                       
 
35 Industry panellist (Lead Programmer Krome Adelaide) Dr Mike Cooper “Games as Docos” seminar, Australian 
International Documentary Conference Feb 2007 
R Potanin Hairpins and Cockpits PhD (October 2016) 101 
It is a prerequisite that game designers, level designers, testers and 
writers play the types of games their studio is making. The Game Career Guide 
Fall 2009 (Game Developer 2009) advocated that designers play games to enter 
the industry. Games academic Frans Mayra confirmed that engaging in 
gameplay is crucial to understanding the “structural” and “thematic” elements of 
games (2008:163). A common emphasis of game design guides reviewed by Olli 
Sotamaa was on the importance of playing to acquire understanding and 
expertise (2007:463).  Developers need to be familiar with similar games on the 
market, analyse the graphics, the gameplay and the story to make a better 
and/or differentiated product.  
…to be a good writer, you have to read a lot and you have to write a lot. 
This is just as true for game writing as long as you also include playing a 
lot. Playing videogames should be a regular habit. (Despain 2008:89) 
Developers also need to play their game in order to experience it how the 
players experience it (Hayot and Wesp 2009). Personal tastes and skill set 
should not be an impediment to play, but with the case of ‘Rachael’ the writer, it 
was. She disliked the violence in shooting games and real-life developers share 
her distaste.36 If the dramatised story in this thesis had extended beyond a day, 
                                       
 
36 An aspiring game designer expressed the same aversion in women_dev Digest Vol 57 Issue 1 on 1 April 2009. She 
was advised by one female game developer on the list to “suck it up and take the work with a smile”. 
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her aversion to playing violent games would have become a problem working in 
an environment that continued to make them. She would not have been able to 
proceed through a competitor’s game to learn about it. It would have been 
difficult for her to check the gameplay dialogue in her studio’s game. As 
discussed in section 4, women as much as men enjoy creating the types of 
games they enjoy playing. 
Carruthers (2007) said that keeping the same development teams on 
different types of games is an economic model that is not conducive to the best 
game design or game story. A person who writes or designs good comedy may 
not make an equivalently good action thriller. Yet development companies will 
have the same game designer work on a number of different game genres. It is 
not in the economic interest of the studio to let go of their investment.  
Kim Blake, a producer at Blitz Games in 2011, reflected on the lack of 
business sense of many game studios in the 1990s and 2000s: 
A major reason why development studios fail, it seems to me, is that 
most of them were never founded as businesses per se. They sort of 
accreted around one or two guys who wanted to make games: Ian 
Stewart at Gremlin; Michael Powell and Glyn Williams at Particle; Jez San 
at Argonaut; Michael and Simon Woodroffe at Headfirst; the Oliver Twins 
at BGS; the Darlings at Codemasters; the Kingsleys at Rebellion; and 
Darren and Jason Falcus at APE. UK game development has long been a 
band of brothers!       (Blake 2011:246) 
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Blake blamed this ‘band of brothers’ for 80% of published games not recouping 
production costs (2011:245). 
Games reflect the lives of their collective creators 
The people who make the games we play are:  
• Studio Producers  
• Publishing Producers  
• Games Designers 
• Level Designers  
• Writers  
• Art Directors 
• 3D Artists and 2D artists  
• Animators  
• Programmers 
• Testers  
Studio producers project manage the development team and are responsible for 
keeping the game on budget and to schedule. They deal with high level issues 
and liaise with the publisher and the leads on the project. The publishing 
producer plays a similar role for the game’s publisher in that he or she is 
responsible for the high-level schedule and budget of the game including 
production, post-production, marketing and distribution. Publishing producers 
sign off on milestone deliverables and ensure the studio is paid. If a variety of 
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SKUs37 are being produced across a range of studios, eg one studio might be 
responsible for Xbox development and another Nintendo Wii, the publishing 
producer looks after all of them for the game. While a studio producer has a 
high-level overview of the game on a particular platform, the publishing 
producer has an even higher overview, not only across multiple platforms, but 
also multiple regions and, importantly, broader aspects of the game’s marketing 
and distribution campaign. It is easy to see how much influence they can have 
over a game’s direction. 
“Much like film directors are to movies, designers are known for having a 
large influence (creative or otherwise) on the direction a game takes, from the 
early concept stage to final release” (Game Developer 2008:47). Game 
designers hold the overall vision of a video game and “are responsible for the 
play experience” (Fullerton 2008:350). They and level designers, make sure the 
“gameplay works at all levels” (Fullerton 2008:350). Whereas a game designer 
works at a macro-level, level designers work on the micro-details of gameplay. 
Game designers write the game design documentation which outlines key 
features and gameplay. Level designers work under the game designer on 
specific levels or missions of the game.  
                                       
 
37 See SKU definition thesis page 40. 
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Writers or narrative designers as they are being called now are mainly 
responsible for the story and dialogue in game. Scriptwriters might focus on 
writing a story treatment or cutscene script and writer-designers attend to story 
progression within gameplay. The former are usually outsourced and the latter 
are in-house. Interestingly, the Game Career Guide Fall 2008 (Game Developer 
2008) makes no mention of writers, which possibly reflects the established 
practice in games development for the design team to write the story. The Fall 
2009 version of the guide included game writers in the design section but did 
not specify what they do (Game Developer 2009:34). What writers and 
designers are responsible for producing is discussed in more detail in this thesis. 
Certainly creating the story premise for a game contributes to the creative vision 
for it. 
Artists headed by the most senior of visual creatives, the Art Director, 
followed by leads in 3D, 2D and animation are responsible for making the game 
assets such as characters, props, special effects and the gameworld itself. Their 
talents might combine modelling, illustration and animation skills using graphic 
technical software. Their influence over a game’s narrative is subtle but 
pervasive. An artist’s graphic portrayal of a character has the same effect as an 
illustrator’s work in a children’s book. The audience takes its cue from the 
images. That is not to say the words or ‘voice’ of the character do not have 
impact. Voiceover from a professional actor can lift and differentiate an 
otherwise clichéd character.  
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Programmers implement the designers’ features and the artists’ assets. 
They make the game function as a work of playable software: “Game 
programmers must be knowledgeable in a range of computer languages, the 
most important being C++. They should also have a grasp of math and be good 
problem solvers.” (Game Developer 2008:48) Programmers may fail to 
implement a feature (as was the case with ‘Carl’ and motion sway) or change a 
feature to make its inclusion achievable, thereby influencing the way story is 
expressed in a game. 
Quality assurance (QA) testers, as discussed in a previous section, 
systematically detect problems with a game and are the first point of feedback 
on a game’s appeal and its ‘last line of defence’ before the game hits the market 
shelves (Game Developer 2008:49). Testers hold ‘veto’ or ‘editing’ rights on a 
game’s features which include cutscenes and dialogue. If something does not 
work, the testers will recommend removing or changing it. 
 
As the dramatised account illustrates, games reflect the lives of their collective 
creators, be they developers or publishers. Market and economic forces as well 
as ‘public opinion’ affect the types of games that are made and not made. 
Fullerton et al (2007, 2008) and Consalvo (2008) agree: “As with any creative 
industry, it is important to understand how industry and professional 
constraints, biases, affordances and practices all shape…the products that are 
created…” (Consalvo 2008:111). 
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To analyse a game in all its complexity involves going beyond the game 
text itself and studying the workplace practices that occur during production. 
Some developers are open to making this process transparent. Half Life 2 
(2004) features a ‘behind the scenes’ look at what went into and was left out of 
the game’s cutscenes. Other publishers produce ‘developer diaries’ similar to the 
ones that featured Jade Raymond for Assassin’s Creed (2007). While this 
represents an edited and promotional version of one aspect of the game’s story 
development, it at least provides insight into the process.  
Insight into what goes on behind the closed and confidential doors of 
development studios is more problematic. Ethnographic surveys can only go so 
far towards revealing the reasons behind game content and mechanics. Surveys 
do not reveal that a particular 3D modeller likes unnaturally voluptuous female 
characters, that a programmer could not deliver a feature on time so it was cut 
from the game, that the player character carries a bat because the publisher 
likes baseball, that the writer was instructed to write a cheesy hot tub scene by 
a manager who has spent far too much time making deals in strip clubs, or that 
a level is disappointing because a freshly promoted tester made it.  
The environment in which games are created is a highly innovative, 
resourceful, collaborative, masculine and turbulent workplace subject to the 
whims of erratic and far-away publishing direction, masterminds jockeying for 
their ‘say’ in the design and a diminishing budget. While the impact of the 
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creators’ environment may appear irrelevant to a content analysis of the game, 
it is vital to the process of authoring the game. 
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3. CONCEPT DOCUMENTATION IN VIDEOGAME 
PRODUCTION 
“Leave your ego at the door”, advised game designer and writer Deborah Todd 
(2007). Game writing is a collaborative process. Everybody on the production 
team has great ideas and the designer-writer has to listen to all of them. The 
co-founders of ‘Writers Cabal’ agree that respect for other team members and 
managing one’s own ego are essential to successful game writing (Chen, 
Suckling and Toole 2008:74). Scriptwriters Dille and Zuur Platten have a very 
simple diagram depicting ‘Art’, ‘Design’ and ‘Programming’ in slightly overlapping 
circles; the overlap they dub ‘Production’ (2007:137). They point out that all the 
production departments’ wheels turn at the same time and work is carried out in 
parallel. In my experience the conceptual phase of game production combines 
two models: waterfall and spiral, or iterative, development. The waterfall model 
is a linear approach similar to film development. The spiral model emphasises 
constant re-iterations of the product and is popular in software development. 
The challenges arising from combining these models to produce a single product 
may provide some insight as to why conceptual quality and integrity are difficult 
to maintain in the end product. This section outlines the complicated process of 
creating a game concept in a team-based environment and the documentation 
that arises from this process. It differs from the previous section 2 where we 
disclosed informal workplace practices and behaviours and section 5 to come 
which studies team dynamics and communication that affect concept 
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production. This section discusses the documentation involved in the 
development of a single-player adventure-driving game created by a team of 
artists, designers, writers and programmers. 
In the introductory section about autoethnography, I introduced the 
concept of autoethnographic narrative told from the perspective of ‘insiders’ and 
‘outsiders’. The game production industry comprises people who work in the 
game studio (insiders) and people who work with the game studio on a 
freelance basis. The latter sit on the outer periphery of the ‘inside’ zone. Their 
contact with game developers is sporadic and often managed by an ‘insider’. 
Scriptwriters Dille and Zuur Platten as outsourced providers had as their primary 
contact the development team’s game producer and game designer. Their 
‘almost outsider’ perspective of the game production process is insightful. For 
these game writers communication, not ego, was a challenge: 
…you have to accept the unique demands that the medium places on the 
writer. Often this has less to do with egos and more to do with a lack of 
communication: clearly defined expectations and deliverables would go a 
long way toward solving this culture clash.    
     (Dille and Zuur Platten 2007:140) 
The ‘clash’ Dille and Zuur Platten refer to is the tempestuous and often rocky 
relationship between writers and the game development team. I have worked 
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with Flint Dille38. From his and Zuur Platten’s perspective the game developers 
appeared ignorant or unsympathetic to how a story is conceptualized and 
written, and the game developer’s narrative requirements seem to change on a 
weekly basis, due to the iterative nature of software development. The 
deliverables39 fellow ‘insider’ Clint Hocking (2005) and I list in this section are 
not always clearly communicated to outsourced writers. Perhaps in-house 
designers familiar with the game production process presume knowledge 
unapparent to content providers outside the process, particularly writers familiar 
with a more linear development of narrative. Certainly this lack of knowledge 
would explain my experience of the Dukes of Hazzard scriptwriting team’s 
inability to decipher the mission description documents and write gameplay 
dialogue. Similar experiences reported by other scriptwriters wanting to get a 
foothold into the games industry have prompted game-training workshops40 and 
game writing guides41. Outsourced writers such as Dille and Zuur Platten are 
professionals outside the core game development process. In this section, I 
                                       
 
38 Flint and I worked on an action-shooter that was not published. 
39 Deliverables are tangible outcomes of a product’s development, in this case, the story-related deliverables: story 
treatment, character bible, cutscene scripts, gameplay scripts, etc. 
40 For example, the Australian Writers Guild held a one-day session on game writing for its members in 2005. 
41 Professional Techniques for Videogame Writing edited by Wendy Despain is one recent example. 
R Potanin Hairpins and Cockpits PhD (October 2016) 112 
examine the process of game authorship from inside the development studio 
using the perspective of a game producer. 
In his 2005 presentation at an inaugural game writers conference in the 
USA, Clint Hocking described his writing experience as ‘mapping chaos’. He 
approaches the process from the perspective of a level designer turned writer. 
In the presentation, Hocking outlines how Ubisoft’s game Splinter Cell: Chaos 
Theory (2005), the third game in the action-adventure series, was written after 
the scriptwriter left the project and he took over and faced “the problems of 
integrating meaningful script and story into a complex single-player game 
design” (Hocking 2005:3). 
“You have to think about story structure in a way that is not linear” 
advised Deborah Todd (2007) who has a simple exercise to demonstrate this. 
The writer imagines they are in a room with the player and he or she has to 
figure out how the player gets out of the room. The most obvious exit is the 
door, but what if the door is locked? Who is the character that the player is 
playing? How big is the character? What if the character is not human? What if 
there is another character in the room? Interesting conflicts can be built around 
this rather simple non-linear scenario.  
Hocking (2005) discussed how topology is used to map action in story 
and gameplay to create a ‘less-linear’ experience. He differentiates between a 
level designer’s script code or ‘scripting’ and a writer’s scriptwriting. He breaks 
down scripts into three parts:  
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• Cinematic scripts – pages that look similar to a screenplay, describe a 
non-interactive scene and are counted in minutes 
• In-game script – the scripted dialogue in the interactive portion of the 
game 
• AI barks – short AI responses to some sort of in-game stimulus. 
This break down is consistent with my own experience in game writing.  
Hocking (2005) breaks down game narrative production into stages: 
story conception, story outline, story walk-through, prototype mission script, 
story consultation, level design document, mission bible, script writing, script 
recording and script integration. My process follows much the same progression 
and is split under the phases of pre-production and production. Game writers 
Dille and Zuur Platten (2007) and designer-writer Rouse (2005) add the game 
concept and pitch documents to the beginning of the process. I have written 
over a dozen game concepts and can confirm they are important to ‘pitch’ or 
market a game idea, especially an original one. Dille and Zuur Platten’s inclusion 
alludes to the benefit of having a professional writer author the game concept. 
While past responsibility for the concept pitch is usually the province of the 
game designer, Erin Hoffman (2008:21) asserts that this document is so vital to 
communicating the vision of the game that it warrants the specialized role of a 
pitch writer. Rouse acknowledges the concept pitch as “a springboard for the 
creation of other documents, such as the design document or art bible” 
(2005:308) but says that otherwise it does not serve much purpose in a game’s 
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actual development. I would argue the concept pitch’s importance as the kernel 
of the game being developed, a virtual ‘vertical slice’ that inspires the 
development team as much as it captures the investor’s attention. 
Level designer John Feil (2008:31-39) lists a series of necessary game 
documentation that begins with the ‘pitch’ as a high overview of the game 
which is developed into a ‘treatment’ that contains the story’s highlights and 
gameplay specifications, mock-ups of characters and the game environment; 
from this the ‘full game document’ emerges and includes the game design, art 
bible, technical design and cutscene and dialogue scripts. Regarding the latter, 
“anything that the player reads or hears in the game should be written here” 
(Feil 2008:37). Feil’s writing process resembles that of a maturing flower that 
begins as a bud. He does not ascribe responsibility for the emerging 
documentation to any one person or role but he does make it clear that it is the 
“sole means of communication with a diverse and spread-out team” and that it 
is “the truest source of the vision of the game” (Feil 2008:39). Interestingly, 
Feil’s chapter in a game writer’s guide is the only reference to a ‘writing process’ 
in a book devoted to professional game writing techniques. 
The idea snapshot 
Conceptualizing a game usually starts with an idea or several ideas. These are 
discussed and/or brainstormed (Fullerton 2008:150). Those ideas that will not 
work are abandoned and those that do are teased out. The details go in the 
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Concept Pitch, also known as a game concept42 or vision document. The pitch 
summarises and sells the game idea. It is used internally to focus the 
programming, art and design teams on one idea and externally to attract the 
investment of a publisher or venture capitalist. It is brief (under ten pages) and 
usually illustrated to provide its audience with a visual as well as textual 
overview and ‘walkthrough’ of the game. What follows is a detailed description 
of what I put in my concept pitches. I explore the differences and similarities in 
comparison with Hoffman (2008), Feil (2008) and Dille and Zuur Platten (2007). 
If a reader only has five seconds to read about a game, the Snapshot 
provides the essentials: 
• Game title 
• Game genre (eg Adventure, RPG, MMO) 
• Platform/s (eg Wii, Xbox360, PS3) 
• Audience (age range and sex) 
• Territory (region) 
• ESRB rating (which should be in line with the intended audience/region) 
• Localisation (languages) 
                                       
 
42 Dille and Zuur Platten describe a game concept (2007:89) and a one-sheet executive summary (2007:101) that 
contain elements of the Pitch. 
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• Price point (optional but it does indicate whether the game is a budget or 
premium title and therefore its production value and timeline) 
None of the other developers include the last point, possibly because everyone 
would like to consider their game a premium title, or because it is presumptuous 
to differentiate between the two. Of the three other pitch writers, only Feil and 
Hoffman mention some of the snapshot information and they do not include 
localization or territory, possibly because these are inferred by the ESRB 
(Entertainment Software Ratings Board). ESRB ratings such as E for Everyone or 
M for Mature are specific to a region. If the audience for a game is in a 
particular country and/or the audience for the pitch is a publisher in a particular 
country, the ESRB codes are used for that region.  
The importance of audience profiling 
Hoffman includes an audience analysis in her pitches. She gives the example of 
the Nintendo DS Brain Age (2006) game which although intended for all 
genders and ages had a core audience of men and women over 55. The more 
precise the target audience, the better defined is the game’s market potential, 
and the clearer the picture of the game’s intended player. 
Rarely, in my experience as a game concept developer and as a lecturer 
in professional game development, has enough attention been paid to the 
audience analysis for a potential game. One brief line denoting the age range 
and sex of the intended audience is the minimum amount of information given. 
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Yet usage statistics, not only of the Brain Age game but other games, has 
proven otherwise. While Everquest was aimed at 18-35 year-old males (Taylor 
2003) it had attracted a 60% female player audience by 2005 (Hanman 2005).  
Research into player personality profiling initiated by Chris Bateman 
whose findings later became the basis for the Brainhex player survey43 indicate 
that different types of player personalities enjoy different types or genres of 
games. In Bateman’s survey seven player types are identified: seeker, survivor, 
daredevil, mastermind, conqueror, socializer and achiever. The conqueror type, 
for example, must defeat opponents and be victorious. For ‘conquerors’ the 
struggle of the contest and the elation of winning are what provide enjoyment 
in gameplay. Games such as Call of Duty, Metal Gear Solid, Halo and Starcraft 
appeal to conqueror types. The first three titles placed in the top ten best-seller 
rankings in the years following their release in the United States and have 
spawned lucrative sequels. Starcraft is so popular in Korea that the top players 
have achieved movie star status. Denoting a target player personality in a game 
                                       
 
43The behavioural test is based on seven key elements in the human nervous systems measured during play: the 
hippocampus and sensory cortices, the amygdala, epinephrine, norepinephrine, the orbito-frontal cortex, the 
hypothalamus, and the nucleus accumbens. For the Brainhex survey, http://survey.ihobo.com/BrainHex/ and, for 
category summaries, http://blog.brainhex.com/ 
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concept’s audience analysis might rectify the misconceptions that developers 
have of their audience.  
The World of Warcraft (WoW) player demographics page on the official 
gaming site44 documented usage statistics in relation to age, gender, Bartle 
player profile45, and avatar class. WoW was found to attract predominantly 
‘Explorer’ player types (Figure 05) who prefer to play as Hunters, Paladin and 
Priest avatars. Women preferred to play as Hunters and Priests (Figure 06).  
 
 
 
      
                                       
 
44 http://www.wow.com/tag/demographics/ 
45 Bartle’s player profiling system is specifically aimed at MMORPGs and identifies four player personality types: 
achievers, explorers, socializers and killers. 
Figure 05: Bartle Breakdown of WoW Players 
(http://blog.gamerdna.com/blog/2008/10/17/bartle-
gender-and-wow/) 
Figure 06: WoW Avatar Class / Gender Breakdown 
(http://blog.gamerdna.com/blog/2008/10/17/bartle-
gender-and-wow/) 
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If we take the Nielson PC gaming statistics into consideration (Figure 07), more 
older females were playing online games like WoW than were young males. One 
could conclude that at one stage, WoW’s core audience comprised female 
explorers over the age of 25. If one were to design an MMORPG game concept 
to rival WoW a decade ago it would have been prudent to profile older female 
online players who were predominantly homemakers (Nielson 2008) for whom 
the experience of discovery without time pressure was important.  
Marketing influences in the product concept 
The Overview or ‘hook’ as Dille and Zuur Platten called it (2007:89) can be one 
line or several to sum up a game’s essence and “grab people right away” 
(2008:90). Hoffman gave it a more formal title of Executive Summary 
(2008:22). It is essentially a marketing teaser and is what might appear on the 
DVD box art of the game. The Overview captures “the gist of a game – that is 
what it feels like to play it” (Hoffman 2008:23). Hoffman advised that it should 
Figure 07: Nielson Gameplay Metrics 2008 
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capture one over-riding emotion. An example of a one-liner Dille and Zuur 
Platten provided is “Joey Rose must sacrifice his soul to enter the Gates of Hell 
and fight Lucifer himself” (2007:90). I think of the Overview as another 
rendition of the one minute elevator pitch. The challenge is to sell a game idea 
in fifty words or less. 
Hooks and Points of Difference46 expands on Dille and Zuur Platten’s idea 
of what will grab the player’s attention. The hooks are its ‘unique selling 
features’ (2007:104) and reflect the intention behind Hoffman’s competitive 
analysis (2008:24). What makes this game unique? What are its most 
outstanding features? For this reason, the points of difference are also known as 
Unique Selling Points (USPs). Hoffman’s practice (2008:24) was to list games 
that the pitched game was similar to and compare their main features. I put the 
comparative detail later in my pitches but I can see why she included this 
information at the beginning of the pitch. By concentrating on a few outstanding 
features, the reader can tell at a glance how the pitched game compares to 
other titles in the marketplace. My issue with this approach is if there are no 
similar titles in the marketplace or, if there are, why remind the reader of this so 
soon in the pitch? Possibly the act of placing one’s concept in relation to other 
similar games on the market reflects the industry’s preference to publish sequel 
                                       
 
46 Also known as Unique Selling Points (USP). 
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or ‘copy cat’ titles in popular genres. Referring back to Carruthers’ 2007 podcast 
on the business of gaming (discussed in section two), game publishers were 
interested in replicating known sales successes. Placing a high priority on 
product comparison in game concepts reflects this marketing dynamic. 
Dille and Zuur Platten focued their pitches on the propensity of the game 
to be franchised because “franchises are the Holy Grail of the mediasphere 
nowadays” (2007:90-91). If a game is part of, or can be adapted to, a licensed 
property, then this information is important to the pitch because of its marketing 
value. An existing license has a known market and implies a safer product to 
invest in. According to the Game Career Guide Fall 2008 licensed game products 
were more ‘sellable’ than original ideas:  
…in the case of today’s larger console titles, popular franchises, 
recognizable intellectual property (IP) and big name licenses will more 
often than not win out due to previously established market awareness. 
This is why you tend to see far more sequels to successful titles and a lot 
of games based on hit movies and television shows; they simply provide 
lower risk to the publisher.    (Van Sylke 2008:20) 
When I wrote the Dukes of Hazzard game pitch, it was unclear if Ubisoft wanted 
a game based on the upcoming movie or the classic TV series, so only the title 
logo was used and the three principal characters were mentioned. The pitch, in 
its use of southern vernacular and descriptions of typical derby-style racing, 
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chases and stunts, made the game applicable to both the movie and TV series. 
The pitch gave a taste of the gameplay experience.  
Summarizing the game according to studio priorities 
Hoffman reserved the list of key game features for the gameplay section, but 
some features may not be confined to gameplay. They could include, for 
example, amazing special effects or an unheard of number of non-player 
characters (NPCs) to populate a town – features that relate to art and 
technology. According to the Game Career Guide Fall 2008, artists and 
programmers represented the highest percentage of employees in a game 
development studio. While Hoffman’s approach to describing ‘features’ reflected 
her focus on design, my inclusion of art and technology reflects the ‘power base’ 
of the typical development studio. 
Interestingly, Hoffman (2008:24) and Dille and Zurr Platten (2007:90), 
placed a high emphasis on a ‘story premise’ appearing early in the pitch, right 
after the Overview. In my experience, pitch readers are more interested in 
gameplay than its narrative premise, so I put the story synopsis after gameplay. 
My de-emphasis on story in the pitch could reflect influences in the development 
studio vis-a-vis gameplay and narrative. Recalling the sentiment expressed by 
one senior developer in section two, “Gameplay always wins in a face off 
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against story...”47 and that of game designer Deborah Todd (2007) “Story is 
NOT king”, it is not surprising that a concept writer working within the 
development environment would prioritize gameplay over story in the concept 
pitch and that scriptwriters Dille and Zuur Platten who work outside the game 
studio might do the opposite. The fact that Hoffman, a ‘games designer’ 
prioritized story above gameplay in the concept pitch warrants investigation. 
She may have entered the games industry as a writer, as did Richard Rouse, 
and place residual emphasis on narrative as an important component of games. 
I am a writer as well, but my primary role in console development was as a 
studio producer and concept designer. As a producer I understood the roles of 
art, technology and design and reflected it in my concepts. 
The Gameplay section outlines “what the player will actually do in your 
game” (Hoffman 2008:25). This is where the writer/designer summarizes how 
the game functions and provides a run-down of the activities the player engages 
in. Gameplay is the crux of the pitch and while it deserves attention, this 
section, as Hoffman suggested, still benefits from brevity and concise phrasing 
(2008:25).  
                                       
 
47 Industry panellist (Lead Programmer Krome Adelaide) Dr Mike Cooper “Games as Docos” seminar, Australian 
International Documentary Conference Feb 2007 
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The Story section of the Concept Pitch explains why the player is doing 
what he or she is doing in the game. It provides the motivation for play in the 
context of the pitch. If, as for an adventure, the game is heavily story-driven 
the Story section will contain a plot synopsis and a short description of the key 
characters and their relationship to each other.  
Dille and Zuur Platten include a description of the gameworld (2007:90) 
in their version of the pitch. An example they provide for Grand Theft Auto is 
that “it exists in a world of criminals and hookers and cops and innocent 
citizens” (Dille and Zuur Platten 2007:90). I put more detail into describing a 
game’s environment in the Look and Feel section of a pitch document. Artistic 
style, colour palettes and evocative descriptions of the game world, including 
vegetation, buildings, animals as well as people are included in the Look and 
Feel. Special visual effects, sound and music – anything that distinguishes the 
‘mood’ of the game world is described in this section. How the menu and heads-
up display (HUD) will look and function may also deserve a mention if they are 
integral to the gaming experience.  
Why does my description of the game world extend so far beyond that of 
Dille and Zuur Platten’s? Their emphasis is on the characters that populate the 
world, not the art assets and technology that comprise it. Similar to the situation 
where gameplay is prioritized over story in the studio, so are graphic and art 
considered more important than plot or a character’s backstory. Artists vastly 
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outnumber story writers on the production floor of a game studio48. If a 
character is represented in a concept pitch it is his or her visual representation 
that is emphasized, as is the artistic representation of the game world the 
characters populate. 
The physics, AI and controls information that I put in pitches are ignored 
by Hoffman, Feil and Dille and Zuur Platten.49 My emphasis on how the game 
works technically reflects the importance of the programmer’s role in the game 
studio, and very likely, it reflects the ‘signature’ technology of a studio. In my 
case, this was the racing engine and AI. In my racing and driving game 
concepts I describe the ‘handling’ of vehicles, weapons, other world objects and 
characters, eg if it is to be arcade-like, eg ‘pick up and play’, or realistic, as in a 
driving simulation. This demarcation reflects the audience the game is intended 
for. ‘Pick up and play’ may appeal to the casual gamer while realistic simulated 
physics would appeal to ‘hard-core’ gamers. Hard-core refers to games that 
require long playing hours and high skill to master; casual refers to less time- 
and skill-based commitment on the player’s part (Juul 2010:187). Casual gamers 
tend to spend less time playing, preferring short bursts of entertainment rather 
than the long sustained sessions of play hard-core gamers desire.  
                                       
 
48 Game Developer Game Career Guide 2008 
49 Dille and Zuur Platten do include a ‘technology’ section in their post-pitch high level design documentation but they 
say the details should be supplied by the software engineering team (2007:104). 
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Continuing on the representation of technology in concept development, 
some pitches include a description of how the controls will work, especially if a 
specific peripheral is required, eg the Oculus Rift 2 headset of a VR cycling 
prototype called CycleSPACES (NHTV 2015). How will game-world objects move 
and interact with each other, eg traffic and pedestrians or stationary objects 
such as parked cars which nevertheless can be hit? Will the artificial intelligence 
(AI) system make the non-playing characters individualistically and intelligently 
human-like? Will the AI enemy evolve and become more challenging as 
gameplay increases in difficulty? How will the AI behave in response to the 
player? A game’s AI system could be a key feature in selling a game concept. 
The Competitive Analysis provides the opportunity to compare the 
pitched game to other games on the market in a way that makes the features of 
the pitched game appear better than or equal to its competitors. Hoffman 
recommends choosing a handful of core features and comparing them across 
three to six top titles in the same genre (2008:24): “The competition analysis 
will concisely tell your prospective client what your game offers that other 
games don’t and what your game doesn’t offer (but hopefully doesn’t need)” 
(Hoffman 2008:24). I have discussed the importance of this information in the 
previous section on product marketing in concept writing. The competitive 
analysis is effective in highlighting a key point of difference and a game’s USP. 
There are two remaining parts of the pitch that I do not consider 
necessary because they may be difficult to ascertain in the early stages of game 
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conception but I occasionally include them. Hoffman mandates a ball-park 
budget and rough schedule (2008:26) that depicts the key milestone dates in 
the production process. One can also include an overview of the team on the 
project and the time it will take to produce it. This information can be 
ascertained if the technology and assets described in the pitch are known and 
quantifiable.  
To sum up, the game Concept Pitch “is the seed from which all 
documentation will grow” (Feil 2008:31). Every sub-section discussed in the 
previous pages is elaborated upon and detailed in subsequent pre-production 
documentation to a depth that makes the pitch look like a “vacation pamphlet” 
(Feil 2008:32) and includes but is not limited to story treatment, game design, 
mission descriptions and feature specifications. As this thesis focuses on concept 
production, I include documentation, processes and assets in the pre-production 
and prototype phases. 
Pre-production  
After a game concept pitch has been accepted, the first step in game design 
development is for the game designer to produce a high-level Design Concept 
which eventually becomes a more detailed Game Design Document and includes 
all elements of gameplay and functionality. Around the same time, the story – if 
there is one – is expanded, the characters are described in detail and the 
missions are outlined. 
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Deborah Todd (2007) describes an iterative and collaborative process that 
combines story and game design. Narrative and game designers have to break 
things down, be logical and think of all the possibilities to “deliver the fun 
gameplay of the story” (Todd 2007). Failure to keep a game true to its original 
concept will result in it being cancelled, warns Todd (2007). It is unfeasible for 
the entire development team to read a novel-length game story or movie-length 
game script. In my and Todd’s experiences, delivering the story and design to 
the production team in digestible chunks keeps the developer and publisher 
informed and allows them to provide timely feedback. As previously discussed in 
Figure 08: Pre-production phase of game concept 
development  
Green oval = Writer responsibility 
Blue square = Designer responsibility 
Yellow hexagon = Artist responsibility 
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section 2 of this thesis, ‘feedback’ is central to the collaborative environment of 
the development studio. The narrative designer expands a one-paragraph story 
concept to a story treatment that is several pages in length. Publishing, design 
and art representatives read, change and approve the treatment and ongoing 
documentation and conceptualisation continues to flesh out the characters, 
scripts and design of the game.  
While retaining the spirit of Todd’s collaborative process, ‘chunked’ 
documentation and cross-over of writer-designer roles, I qualify story 
treatments and character bibles as writer-focused documents produced in the 
pre-production phase of development. The game design document, functional 
specifications and mission briefs are designer-focussed written deliverables.50 
Art-focussed pre-production include character and environment concept art. 
Programmers may produce technical specification documentation outlining key 
technology needed to implement the features specified by the game designer. 
  
                                       
 
50 Salen and Zimmerman’s Rules of Play: Game Design Fundamentals and Fullerton’s Game Design Workshop are two 
books that focus on the game design deliverables of the pre-production phase. 
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Narrative Designer’s pre-production responsibilities  
Story brief 
In conjunction with, or immediately following the game design document, the 
writer or narrative designer creates a story brief which outlines the outcomes 
expected from the story, who the game is for, what the scenes and characters 
can and cannot do, and how many characters can be modelled within the 
parameters of the art and memory budget. The inclusion of a cinematic time-
budget determines how long the cutscenes can be in total duration. A well 
considered and comprehensive story brief protects the production team from 
misconception and wasted work. Hocking had to cut three-quarters of the 
cinematic scripts for Splinter Cell: Chaos Theory because they were four times 
over the scope of the cinematic team to implement within the production 
timeline (2005:22). 
The story brief informs the writer or writing team of the parameters of 
the game’s narrative requirements. Dille and Zuur Platten briefly mention a 
similar document they call a storytelling strategy (2007:92). Whereas their 
strategy reflects their film background and focuses on the requirements for 
cinematic cutscenes (and rightly so considering Hocking’s script-cutting 
experience) I would also include the narrative requirements relating to 
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gameplay: how many estimated lines of dialogue and/or ‘barks’51 are expected 
per mission, a short description of the dialogue system and the voiceover 
budget for gameplay dialogue. For example, a key feature of Mass Effect (2007) 
is its dialogue system which offers players the choice to interact with NPCs in 
three different ways, each of which has a different line of dialogue and a 
different tone to the conversation that takes place. This is in contrast to an 
earlier game Shenmue (2000) where the player could only have one 
conversational sequence with an NPC depending on the player’s progress in the 
game. Some NPCs would even ignore the player if certain actions had not taken 
place first. The first example is a much more complex and word-rich dialogue 
system that would require more of the writer’s time (and budget). Integrating 
the narrative requirements of cutscenes and gameplay in the story brief brings 
them into alignment in terms of production expectation and product outcome. 
Story treatment 
The story treatment is the outsourced or in-house writers’ response to the story 
brief and consists of 3-10 pages outlining: 
• Story arc 
• Story development across levels/acts 
• Key characters and character groups 
                                       
 
51 NPC callouts, usually one to four word phrases that are context sensitive 
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• Plot outline 
Dille and Zuur Platten prefer to write a story synopsis, a short document that 
highlights the “major story issues” (2007:92) and Todd (2007) prefers the 
‘wrap’52 for sequel or licensed game titles. Maurice Suckling related his 
experience of producing a treatment after a series of brainstorming sessions 
with designers, producers and executives (2008:85). The story treatment 
undergoes several iterations and, in the spirit of the ‘collaborative design’ ethic 
discussed previously, it is usually reviewed by members of the development 
team, namely the game designer and level designers. As the writer gets 
feedback, the story treatment gains more depth (and a longer word count). 
Sometimes several different story treatments are submitted for a game and the 
best one is picked by the executive, for example the Creative Director if that 
role is filled.  
The story treatment can provide more than just a story synopsis. It can 
also describe how the narrative will be integrated in the game. A scriptwriter will 
provide the former. A narrative designer will include the latter. Game designer 
and writer Andrew Walsh emphasises the need to merge design and narrative to 
facilitate immersion: “The speed the player masters the controls = the speed 
                                       
 
52 Discussed in next section on character bible 
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they can enter the gameworld = the speed of immersion” (2008:132). The way 
a game writer uses narrative affects the speed and depth of immersion.  
Story arcs 
According to Robert McKee (1997) in his analysis of screenwriting, story design 
involves structuring meaningful events into a sequence that arouses emotions 
and expresses viewpoints about life. A story maps change in characters’ lives. 
Breaking it down, events are scenes of action arising out of conflict. There is 
then a reaction and change in behaviour. A sequence of scenes creates an act 
that peaks in a climax of powerful value reversal. The arc of the story is the 
combination of its sequence of acts culminating in “absolute and irreversible 
change” (McKee 1997:42). Plot is the writer’s choice of events, his or her 
navigated path of a multitude of narrative possibilities. In the context of single-
player action games, both player and designer are path plotters, but the 
narrative designer is the one who foresees the possibilities and often lays the 
foundation of the path.   
Walsh (2008) discussed the most popular ways to convey narrative in 
games, starting with the ‘Hollywood blockbuster’ approach that opens with a 
spectacular cinematic and may continue to use the animated clips throughout 
the course of the game. With this approach, the player is shown the larger 
world beyond that of the protagonist. The cinematic cutscenes highlight “the 
narrative’s genre, setting, characters and conflict” (Walsh 2008:130).  
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In contrast to the spectacular opening is the ‘slow burn’ that allows 
players time (one or several missions) to learn the required skills for the game, 
who the principal characters are (protagonist and antagonist), and the universe 
they are playing in. Once the player is comfortable with his or her knowledge 
and skills, the story increases in dramatic tension. The advantage of this 
approach is that it allows the player the opportunity to take in small chunks of 
information rather than be bombarded with “bulky chunks of exposition” that 
may impair gameflow (Walsh 2008:130). Spatial narration plays a significant 
role in this method of storytelling. 
The concept of spatial narration in games uses the slow burn approach 
described previously and applies it to the ‘universe’ or landscape the player is 
playing in. The game environment tells the story. By interacting with objects 
and systems within the game world, the player digests ‘story bytes’: “The player 
can evolve a sense of story over time by stumbling across spaces and objects or 
artefacts that become familiar and are thus decoded for embedded meaning or 
importance” (Brand and Knight 2005:3). The documentation created by game 
creators as “geographic storytellers” (Brand and Knight 2005:3) is discussed 
later in the section on ‘environment briefs’. 
Beginning the story with how it ends, then narrating it retrospectively is 
another method used in some investigative games. The prequel approach lays 
out the events that happened before the game’s start and puts the player in the 
position of knowing events that his or her protagonist is unaware of. Another 
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approach is to put the character in a new place and the story plays out as the 
consequences of their arrival. Prescriptive narration is a popular and economical 
way to introduce story in games, requiring only voiceover or text to inform the 
player. Walsh warns that this method can fall into “lazy narration” that “tells 
rather than shows” (2008:131). He is complimentary, however, of games that 
build ‘hidden narrators’ into their game system such as the public address 
system in Half-Life 2 (2004), but this form of storytelling is still diegetic (told) 
rather than acted out (mimetic).  
A writer experienced in any entertainment medium will recognise the 
narrative methods mentioned above. They are used in films, television and 
novels. The point of difference with games is the intertwining of gameplay and 
narrative. Whatever approach a writer uses to impart story should integrate with 
the game’s system.  
Storytelling structures vs systems 
While narrative methods are common across all forms of entertainment, the 
challenge lies in integrating the mechanics of traditional storytelling into games. 
“The storyteller must predict, account for, respond to, and smoothly integrate 
the actions of the participant into the experience” (Jesse Schell quoted in 
Fullerton 2008:102).  
It is common to use cutscenes as a way of inserting story at the 
beginning and end of each mission or level. This structure, widely used in 
single-player action-adventures, facilitates a linear progression of the storyline 
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using the ‘string of pearls’ model described by Majewski (2003:34). When the 
player resolves a mission, they resolve a portion of the story. Allowing the 
player some variation and greater agency in the story outcome may branch the 
storyline but it is still linear. Players may well have a large degree of choice 
within the mission itself, triggering events in any order, but the freedom and 
apparent non-linearity of the ‘pearl’ experience – the gameplay – always ends in 
a ‘string’ or cutscene that connects to the next segment of entertainment.  
This approach to video game narrative, then, is optimised to allow the 
game designers as much control as possible over the plot and, by extension, to 
maximise the impact of the story – the game may narrate events that have a 
high emotional impact, without the player wondering whether or not the event 
‘should’ have happened or if it was triggered by the player’s ineptitude. 
(Majewski 2003:35)   
Adventure games use the ‘string of pearls’ and ‘branching’ narrative 
structures because story in the tradition of a prescribed ‘plot’ or dramatic arc is 
very important in this genre.  
The potential for story to emerge from gameplay relies less on structure 
and more on systems. This type of narrative reflects Majewski’s ‘amusement 
park’ and ‘building blocks’ (2003:45,49) models where the players interact with 
objects and characters within the game world, and manipulate the game’s 
systems, to create their own stories. Fullerton describes how The Sims (2002) 
uses its snapshot and scrapbook system to allow players to create and share 
R Potanin Hairpins and Cockpits PhD (October 2016) 137 
stories about the game’s characters (2008:101). Hocking relates his failed 
attempt to use a fire propagation system in Far Cry 2 (2008) as “a tool for 
player expression…to make a game where the power of a wind-driven brush fire 
sweeping across the savannah in the middle of a raging gun battle could be 
harnessed by the player and used intentionally” (2009:6).  
Game designers continue to experiment with using systems to design 
emergent storytelling. Applying emergent principles to action- and adventure-
based game narrative is a topic for further investigation outside of this thesis. 
However, a progression-based narrative has an established and documented 
process and that is what I focus on in this section. 
Character biographies 
Popular fiction, according to Ien Ang, “is not a mere set of images to be read 
referentially, but an ensemble of textual devices for engaging the viewer at the 
level of fantasy” (1990:83). There is a “large emotional involvement which is 
invested with characters of popular fiction” (Ang 1990:83). If we accept action-
adventure games as fiction, then part of a game’s appeal is its characters. 
Writing the biographies and backstories of the player character/s and non-player 
characters in the game is important to game immersion and a game’s 
suspension of disbelief. Character biographies are used to brief voice-actors for 
dialogue and artists for concept art. 
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Crafting instantly recognisable, interesting and believable characters is a 
prerequisite in game narrative. Both the protagonist (player-character) and the 
antagonist (NPC) are important: 
Without a believable and interesting antagonist, the protagonist’s story 
will not be compelling. The antagonist and protagonist are who the story 
is about, so the player needs to know as quickly as possible what the 
characters want, what makes them want it, and how they are going to go 
about getting it.     (Walsh 2008 125-126) 
Robert Mckee, in his comprehensive analysis of story, claimed protagonists can 
only be as “emotionally compelling as the forces of antagonism make them” 
(1997:317). ‘Forces of antagonism’ can be anything that opposes the main 
character’s will or desire. In games this could include the gameplay challenges 
the player encounters. The more powerful and complex the antagonist opposing 
the player character, the more complete and real the player character becomes. 
Walsh comments that the antagonist’s ‘story’ is often overlooked in games 
(2008:125). Both types of characters are integral to compelling storytelling. 
While players do control a player-character’s actions, the writer supplies 
“the parameters and objectives that define that character” (Walsh 2008:126). It 
is up to the writer or narrative designer to maintain the player’s suspension of 
disbelief so that the player cannot discern any difference between the writer’s 
‘definition’ of a character and the player’s actions. Suspension of disbelief and 
empathy with the characters are two essential user prerequisites identified in 
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Entertainment Theory. According to media entertainment researchers Vorderer, 
Klimmit and Ritterfeld (2004), users of entertainment seek enjoyment, yet the 
entertainment is not the product per se but the user’s experience of it. 
Suspension of disbelief is what users need to sustain hope for the success of a 
hero (protagonist) or fear of the actions of the evildoer (antagonist). Empathy is 
when the user shares emotions with characters and is a prerequisite to liking or 
disliking the protagonist and antagonist. The player’s response to characters 
within a game is, according to Vorderer et al “common” and “habituated” across 
a variety of entertainment media (2004:394-5). How players relate to game 
characters may echo how they relate to characters in a TV series or novel. This 
might justify the necessity of character development in cutscenes but, during 
gameplay, the player is acting in the role of the character just as much in first-
person mode (through the eyes of the player-character) as in third-person mode 
(in front of or behind the player-character).  
“The trick” advised one game developer “is to establish a balance 
between establishing the actor’s personality without letting that personality 
disturb the player” (Guard 2000). According to Tychsen et al (2007) player-
characters are designed to avoid motivation that conflicts with the player or 
display reactions that might make the player feel uncomfortable. This results in 
superficial character personas where individuality is defined through appearance 
and body language in gameplay. Uniqueness and depth is sacrificed for 
stereotyped forms and personas. Suspension and empathy may not be the 
R Potanin Hairpins and Cockpits PhD (October 2016) 140 
primary user prerequisites for enjoyment during gameplay. The ease with which 
the player can don the costume of the character they are playing and instantly 
identify the role of the characters they are playing with and against is more 
significant.  
Tychsen et al warn that complex character development may come at the 
expense of player freedom (2007:40). They give the Final Fantasy RPG series as 
an example of a heavily scripted game and FPS games as ones with the most 
superficial of game characters. Yet after correlating character and player 
personality differences and similarities across a range of RPG games, Tychsen et 
al concluded that complex characters did not negatively impact on the player’s 
experience (2007:47). Characters do not have to reflect a player’s motivations 
or emotions to provide a high quality gaming experience. Rather the study 
showed players readily accepted and engaged with “complex characters with 
unique personalities, background histories, flaws and virtues, as long as these 
were designed in a way that makes them understandable to the player and easy 
to engage with” (Tychsen et al 2007:47).  
Empathy with a character is a key principle of emotionally involving the 
audience claimed Mckee in his discussion of screenwriting (1997:186). 
Identifying with the protagonist draws the audience member into the story and 
can be used to draw players into a game. Game developers have tried to use 
empathy as a game mechanic. Silent Hill 3 (2003) provides information about 
the player-character’s emotional state through the ‘heartbeat’ feedback function. 
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Heavy Rain (2010) plays on the loss of a beloved child to heighten plot tension 
and motivate player action. 
While single-player action-adventures and RPGs may or may not have 
well-developed character personalities that motivate and immerse the player, 
online games such as World of Warcraft use avatars whose relevance relies less 
on character form (personality, appearance) and more on function (skills, 
power). The player manipulates the appearance and behaviour of his or her 
avatars and uses the characters he or she creates as instruments of gameplay. 
A games designer of a MMOG creates the avatar classes the player has access 
to. Each class has a certain skillset but the specific avatars created reflect the 
player’s tastes and desires. In recent years more single-player games have 
included modifiable player characters. RPG-shooter Mass Effect (2007) allows 
for character modification and it uses a sophisticated dialogue system to also 
give the player choice over the outcome of a conversation.  
Backstories and wraps 
A backstory consists of a character’s experiences or sequence of events that 
lead up to the action or narrative that takes place in a creative work. Videogame 
backstories have two audiences – the player and the production team. 
According to Salen and Zimmerman, “backstories position a player in the 
context of a larger story; a player’s actions in a game is the means by which the 
larger story is realized” (2004:380). Everquest producer Kevin McPherson 
concurs: backstories provide “a backdrop, a canvas scene if you will, upon which 
R Potanin Hairpins and Cockpits PhD (October 2016) 142 
the players will paint in their own epic” (Hayot and Wesp 2009). David Myers 
(2003:2) is more specific: “backstories aid computer game players by 
delineating fundamental relationships between characters… by 
extending/expanding a story’s context, backstories recontextualize 
interpretations” of the signs and symbols in the game’s text. For Myers 
‘expanding context’ is unnecessary during gameplay and a backstory’s only 
usefulness is in motivating the player to buy or play.53 
Players either ignore or relish backstories; what is important is that the 
characters’ stories contribute to the experience of immersion (Hayot and Wesp 
2009). This immersion can only be achieved if all elements of a game support 
the story premise. Backstories are useful so that “everybody [in the team] can 
get on the same page” (Todd 2007) and produce an integrated product. Walsh 
agrees: “Backstory can allow the development team to see who the characters 
are, predict their behaviour, nuance their actions, and make the characters feel 
fully rounded” (2008:132). Even Myers concludes that “for designers, 
backstories serve a framing function, making sure all game elements are 
                                       
 
53 Petri Lankoski (2005:3) advocates the importance of the user guide in imparting information about the main 
characters and story setting because it sets up player expectations. This supports Myers’ recontextualization theory. I 
do not include user guides in the game writing process – they are a post-production deliverable that has little to do 
with interactive or narrative design. I do, however, acknowledge their importance to the player. 
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implemented in a conventional (ie single and consistent) context of design” 
(2003:11). 
According to Todd, new life was breathed into the Tombraider series 
when an interesting backstory was developed for the Lara Croft player-
character. Tombraider: Reboot (2013) depended heavily on the backstory of a 
young and inexperienced Lara Croft. Narrative designer Rhianna Pratchett 
utilised the young Lara’s vulnerability and incorporated it into gameplay by 
putting the player character in situations that exploited her vulnerability. “If you 
have characters without backstory, eventually your games are going to tank if 
they become a franchise” (Todd 2007). Backstories open up potential for sequel 
and prequel games. Todd (2007) says characters can take what they have 
learned in previous games and apply it in the next one. Walsh warns, however, 
that writers should not get too bogged down in their characters’ past, because 
“the player wants to experience the now” (2008:132), an observation echoed in 
Cameron’s temporal distinction of narrative play: “If in a narrative an event 
happened, in an interactive narrative, multi-linear or spatio-temporal, an event 
is happening, its temporal referent [is] now” (Cameron 1995:5).  
Extensive story development serves a limited purpose for a small number 
of developers on the production team who need information on the story world 
in which their product is set. This is as much true for the Star Wars universe and 
its franchise of novels, games, animated TV series and movies as it is for an 
original videogame title and its potential for sequels. The rest of the 
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development team require only a story wrap or outline. The wrap is a short 
version of the story treatment and focuses on character motivations. According 
to Todd (2007) the wrap provides just enough information to allow level 
designers, character artists, etc. to start simultaneous production on the game. 
However, if game developers are only aware of the summary version of story 
and characters, then the team runs the risk of creating superficial characters 
and shallow game scenarios. Without a detailed specification on a character’s 
relevance in the story, it is no surprise that 3D modellers such as Shane in the 
fictional scenario described in section two revert to their own fantasies and life 
experiences. 
Character bible 
In videogame production, the character bible is considered to provide sufficient 
information to brief a character artist. It contains the biographies of all the 
major game characters and includes information such as the following: 
• What a character looks like 
• What a character thinks and feels 
• A character’s background, eg where he or she came from 
• Previous relationships 
• Current relationships 
• Skills 
• Weaknesses 
• Motivation 
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• Signature moves 
Dille and Zuur Platten created a character template with about sixty entries that 
include a character’s emotional stability, phobias and objects they carry on their 
person (2007:77-82). They leave physical appearance last so as not to “limit 
creativity” (2007:82). While I understand this process of thinking, it is useful to 
place a physical description at the beginning of a character’s biography because 
this is what the concept artist will read first (possibly the only piece of character 
information they read) and eventually replace with an image. It is the image of 
the character that will be most memorable to the character bible’s other 
audience, the publisher, and, in some instances all both audiences care about. 
For example, getting the Dukes of Hazzard characters’ appearance ‘right’ was of 
the upmost concern to Warner Brothers, the licence-holder and co-publisher.  
Minor characters or character categories, sometimes called ‘classes’ or ‘factions’, 
are also included in the character bible but are not given as much back history 
as the main characters. Preferring to call these character groups ‘organisations’ 
Dille and Zuur Platten justify time spent on faction biographies as ‘agents of 
conflict’: 
While much of this [organisation’s story] may never find its way into the 
game narrative, creating a consistent vision of your enemies, allies and 
their organizations can have a profound effect on the design of the 
game.      (Dille and Zuur Platten 2007:83) 
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Apart from informing the concept artist and reassuring the publisher’s and 
licence-holder’s marketing executives, the character bible (or wrap) is pivotal to 
other inputs into narrative design. Scriptwriters refer to it to write cutscenes and 
gameplay dialogue as do voice actors who record the dialogue. Animators 
require it to create the characters’ ‘signature’ moves and art directors may refer 
to it to ensure their artists’ output is consistent with the designer’s vision. The 
lack, misuse or underuse of a character bible could result in the previously 
described situation where characters reflect an artist’s personal vision, not the 
narrative designer’s. Unless specified otherwise, 3D modellers like the fictional 
Shane may inflate a female character’s breasts because that is their ‘default’ 
vision of how a fantasized female should appear. 
Writer contributions, not responsibilities 
During the pre-production phase writers contribute to, but are not usually 
responsible for producing: 
• Gameplay Brainstorming (traditionally Game Designer and Level 
Designers) 
• Mission Flow/Outline (traditionally Game Designer) 
• Character Design Briefs (traditionally Art Director) 
• Environment Briefs (traditionally Art Director and Game Designer) 
As writers become more familiar with game design, however, it may be in the 
best interests of the narrative that they have more direction in, and/or 
responsibility for, these documents. As Walsh says, “more of the story can be 
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told within the gameworld” if the story writer, game designer and art director 
share “a common vision” (2008:125). 
Mission flow 
Some game studios ask writers to submit a high-level Mission Flow as a way of 
testing the story’s implementation in gameplay. This is a deliverable which a 
narrative designer would be qualified for because he or she knows enough 
about game design to carry a story arc through gameplay. Traditionally 
outsourced writers have not been familiar enough with the game design process 
and the game designer usually writes a mission outline. Level designers then 
use the outline to flesh out the missions, producing Mission Briefs for each level.  
 
Figure 09: Writer contributions but 
not responsibilities in the pre-production 
phase (circled) 
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In theory, the writer/s then uses the briefs to create gameplay dialogue and in-
game scripted sequences. In my experience, after working with about five 
scriptwriters on various projects leading up to 2006, all with film or TV credits to 
their name, none could produce useful gameplay dialogue or workable in-game 
sequences. Their work, if they attempted it, required extensive rewrites in-
house by the game designer and me, either because the mission had changed 
by the time it was implemented or the writers could not envisage how a mission 
brief could be implemented in the first place. Founder of Team Bondi and Game 
Designer Brendan McNamara credits himself with writing the dialogue for LA 
Noire (Edge 2010) despite having hired a professional screenwriter. Game 
studios like Team Bondi may host a scriptwriter for three to six months to work 
on a title in-house54 but this arrangement is not widespread in the industry. It 
often requires the scriptwriter to relocate for a short period. The ‘house writers’ 
on TV shows create scripts under similar conditions but usually in the company 
of other writers. The associated costs for the game studio are high55 and 
warranted only on high budget ‘AAA’ titles such as LA Noire. In my experience 
game publishers prefer to outsource ‘name’ Hollywood writers on even the low 
                                       
 
54 In 2008 Team Bondi and Microforte, two Australian game studios, advertised for scriptwriters to work in-house on 
short-term contracts. 
55 The studio might have to relocate and accommodate the writer as well as train them; the nature of the short-term 
contract means the studio loses the writer’s expertise. 
R Potanin Hairpins and Cockpits PhD (October 2016) 149 
budget titles. For example, Nickelodeon writers Jay Lender and Micah Wright 
wrote the first draft of the cutscenes for Dukes of Hazzard: Return of the 
General Lee. The cutscene scripts were edited in-house to comply with the 
animation budget for the game. The writers did not contribute to the mission 
gameplay.  
A narrative designer might incorporate mission summaries from the flow 
document into the cutscene scripts to provide context to the ongoing story. For 
each mission, the summaries comprise:  
• a short description of the mission type and its goal 
• where in the gameworld it takes place 
• its fail and success states. 
The mission flow follows on the heels of the Gameplay Brainstorming session/s 
which is optional depending on whether or not the game designer wishes to 
include the level designers and a writer in devising gameplay scenarios for 
missions, eg chase, search, elude, etc., or even if the game designer wants to 
define these at all. An experienced narrative designer or game designer can skip 
the brainstorming sessions but it is beneficial to include the contributions of the 
other design members to get their ‘buy in’. According to Fullerton, brainstorming 
in games development “is a business necessity and a good way to give 
everyone on the team a sense of authorship in the design process” (2008:151).  
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Art briefs 
The art director uses the character bible to brief the 3D and 2D artists on the 
characters’ appearance. As previously discussed, there is no guarantee that the 
art brief will be consistent with the character bible. The situation described in 
the fictional account in section two of this thesis is all too common – the 3D 
artist did not model a character according to the character’s bio. 
Similarly, the art director, writer and game designer collaborate to write 
the brief for how the gameworld is visually represented and what art assets are 
required, otherwise known as the Environment Brief and/or asset list. A 
narratively cohesive game requires the design, art and story departments to 
share a common vision of the gameworld (Walsh 2008:125). The writer might 
contribute his or her vision of the gameworld first, then the game designer 
aligns it with the mission flow (or the narrative designer does both). The art 
director briefs a concept artist who ‘paints’ their interpretation of the gameworld 
and the art director lists, in detail, what assets are required to build the world. 
Every type of tree or trashcan, street or streetlight goes in the list. As discussed 
earlier in this thesis in section one, sub-section ‘Developers as Narrative 
Architects’, environmental design is, in respect to the gameworld, geographic 
storytelling (Brand and Knight 2005). If the writer is not included in the process, 
or the vision is changed without consulting other interested parties, narrative 
cohesion in the game is broken. There are multiple points in the environment 
design process where a common vision can break down. 
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Production 
Once the game design, story and characters have been agreed upon, production 
starts. The next phase of narrative development involves an iterative process of 
cutscene or cinematic production and gameplay dialogue implementation.  
A novel may take several years and 80,000 words to write. A television series 
using the same story by the same author requires an estimated 32,000 words 
for four hours of screen-time and is written within six months.56 A game version 
of the story may have an equivalent number of words as the TV series 
appearing in the final product but it will involve a substantial amount of 
rewriting over the course of one to two years of production (or longer if it is a 
AAA next generation console game57). According to Todd (2007): “A movie 
script is about 100 [A4] pages… An interactive script is probably about 500 
pages.” Despain refers to 100,000 lines of dialogue in games (2004:16). 
McNamara estimates his scripts for LA Noire (2010) were 22,000 pages long: 
“That’s two full years of a TV series and probably 12 feature films.” (Edge 
                                       
 
56 Rogers, Jane 2007 commenting on her novel and screenplay for Mr Rowe’s Virgins at a Creative Writing seminar, 
University of Adelaide, 7 September 2007 
57 For example, Team worked on their game LA Noire (2010) for over five years. In October 2009, they advertised for 
animators to work on the cinematic cutscenes and in-game sequences (www.teambondi.com, viewed 15 November 
2009). 
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2010:47). While neither specify the content, most of the word count, in my 
experience, is gameplay-related. 
Cutscenes are an embedded narrative element in games, pre-rendered or 
purposely built, then ‘inserted’ into the game. They may or may not appear in 
response to certain player actions, but when they do, they will ‘play out’ the 
same way if replayed. Cutscenes consist of animation and voice-over and are 
sometimes accompanied by captions or subtitles. According to Salen and 
Zimmerman, cutscenes, more than any other game element, “closely resemble 
existing forms of narrative media: they are linear, prescripted, non-interactive, 
and story-driven” (2004:408). While Eskelinen might dismiss cutscenes as 
“ornaments or gift-wrapping” (2001), their purpose is to lead players…  
…through the narrative space of a game, highlighting key moments and 
punctuating important events and outcomes… Cutscenes can foreshadow 
events to come, operate as flashbacks or create transitions between 
settings.    (Salen and Zimmerman 2004:408) 
Cutscenes “enrich the decision-making process for players” (Salen and 
Zimmerman 2004:410) by showing players the consequences of their choices 
during gameplay. Cutscenes reward the player by showing them what happens 
when they achieve their goal as well as the outcomes of failing to achieve a 
game goal. Cutscenes can enhance the game experience despite some players’ 
(and game designers’) belief that they detract from gameplay and are 
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superfluous (Salen and Zimmerman 2004:411). They can reinforce the mood 
and pace of a game. 
Cutscenes, criticised for their lack of interaction or passivity, have a sub-
set or alternative in the form of the scripted in-game sequence – short, scripted 
scenes created within the game engine and triggered by the player during 
gameplay. So, to a limited extent, they are interactive. In a review of Resident 
Evil 4 (2005) which contains in-game sequences, a games journalist claimed “it 
was the closest yet a game has come to making you feel like you’re the star in 
an action movie – without taking away control from you [the player]” (Randy 
Nelson quoted in Cheng 2007:17). In the player’s experience of these 
sequences, his or her actions make a difference. Cheng argues in-game 
sequences provide greater ‘representational agency’ than the pre-rendered 
cutscene because of the smooth, almost indiscernible transition between 
gameplay, scene and gameplay (2007:18). This constant “switch between the 
ergodic and narrative results in a distinct ‘rhythm of gameplay’” (Cheng 
2007:19). 
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Cinematic cutscene and in-game sequence scripts 
The written component of cutscenes, called the Cinematic Scripts, closely 
resembles the screenplay for a movie. A scene is introduced in terms of where 
in the gameworld it takes place and the characters that are there, if it is an 
interior or exterior ‘shot’, etc. A vital point of difference is that the game’s 
cinematics and scripted sequences are restricted by the number of frames per 
second (ideally 60 fps), the rate at which a game’s graphics run. What affects 
the fps is the number of art assets, including characters, in sequences that play 
in game. There may be a limit to the number of characters a game’s engine can 
show in a shot. The lead programmer usually allocates a memory budget that 
defines the number of characters allowed. This means the writer cannot place 
more than the maximum number of characters in a scene. If they do, they run 
Figure 10: Production phase of 
game-story development 
Green oval = Writer responsibility 
Blue square = Designer responsibility 
Yellow hexagon = Artist responsibility 
Pink diamond = Animation/Cinematic 
responsibility 
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the risk of lowering the rate of fps. Game writers need to keep the memory 
budget in mind when they create their cutscenes and scripted sequences. 
Disregarding the memory budget, whether purposefully or in ignorance, may 
result in characters either being cut from a scene, characters built with fewer 
polygons (less detail) or characters rigged with fewer ‘bones’ and therefore with 
a lower range of movement and expression (discussed later in this section). No 
matter what the intentions of the character designer, ergo writer, if his or her 
scene cannot be manifested in game, narrative continuity will be compromised. 
In the cinematic scripts, a character’s lines are placed under the 
character’s name in the sequence that the actors would say those lines in the 
context of the scene. This is in contrast to when the lines are ‘carved up’ 
according to character and mission and placed in a spreadsheet or txt file for 
use as subtitles in game. One format is used for the actors and the other format 
for the development studio. Despain recommends retaining the screenplay 
format for the cinematic sequences in linear and branching linear game 
narratives such as for most action-adventures (2008a:15). Voice actors are most 
familiar and comfortable with the screenplay format. Sometimes the mission 
flow is integrated in the cinematic scripts as a way of placing cutscenes in the 
context of gameplay for writers, designers and actors.58 Despain is less certain 
                                       
 
58 As mentioned earlier, Transcendance’s cinematic scripts incorporate the mission flow. 
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about integrating gameplay into the scripts and mentions only including 
“occasional notes for interactive elements such as boss battles and the like” 
(2008a:15). 
Once the screenplay format is finalised, narrative designers might take 
the extra step of transferring the dialogue into a database so that each line is 
numbered and labelled. The sound engineer responsible for the recordings can 
then name each audio file with the same labelling system as the spreadsheet. 
The downside to doing this before the recording session is that the lines will 
inevitably be changed by the actors and/or writer during the recording session. 
At some point, the person responsible for the dialogue spreadsheet will have to 
update the changes to ensure subtitles and translations are exact. 
Gameplay dialogue 
Once the level designers start scripting59 the missions/levels, the writer polishes, 
and/or adds to, the scripts for the in-game sequences and starts writing the 
scripted dialogue and AI barks, called Gameplay Dialogue for the purposes of 
this process. I agree with Hocking (2005:10) that AI (artificial intelligence) barks 
and, indeed, player character barks are important in determining a situation, eg 
if it is dangerous or not dangerous to the player character, but I place less 
emphasis on barks and more emphasis on scripted dialogue or conversations 
                                       
 
59 Scripting in this sense means the developers are using level editor software to build the missions. 
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(eg an exchange between two characters during gameplay) as being critical to 
the overall storytelling process. Peter Jackson’s King Kong: The Official Game of 
the Movie (2005) uses scripted dialogue between characters to impart practical 
narrative information during gameplay. The player can move his or her view of 
the gameworld around, although he or she cannot interact with anything or 
anyone when a conversation is taking place.  
In Dukes of Hazzard: Return of the General Lee (2004), the player has 
full control over his or her actions within the game during conversations 
between characters. John Schneider, an actor in the original TV series, plays the 
voice of the protagonist and player-character Bo Duke. In an interview, he said:  
It was amazing, the dialogue was fantastic. It’s just like Tom [the voice 
of Luke] and I are sitting there in the car. So it’s like you and whomever 
you are playing the game with…are sitting in the car with us.60  
Dukes of Hazzard is a driving action-adventure game and the gameplay dialogue 
takes place in the car. The point to John’s statement is that the dialogue is so 
authentic, it supports the player’s suspension of disbelief that they are in the car 
with Bo and Luke Duke61. This level of immersion in the game (another user 
prerequisite to enjoyment62) reinforces the story arc; the player actively 
                                       
 
60 Dukes of Hazzard: Return of the General Lee promotional video 2004 Ubisoft; quote: 5.10-5.25 mins  
61 Suspension of Disbelief is a user prerequisite of enjoying entertainment (Vorderer et al 2004) 
62 Ibid. 
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progresses the story by carrying out the mission as Bo or Luke would do. The 
importance of gameplay dialogue in not only supporting a story but progressing 
it should not be underestimated. The challenge with gameplay dialogue is to 
“make your story come alive in the actual play of the game” (Salen and 
Zimmerman 2004:411). Dukes of Hazzard achieves this through its scripted 
dialogue or character conversations during gameplay. 
Short lines or callouts, called ‘barks’ can also contribute to immersion and 
suspension of disbelief if they are expressed in character and consistently with 
the character bible. Barks are recorded as voiceover usually at the end of a 
recording session or in a separate recording session to the cinematic cutscenes 
and dialogue sequences. In my experience barks are usually what the level 
designers want to hear/see in game first and consider most important to 
gameplay because they relate to mission instructions or action. Level or game 
designers can write the core set of barks because they are most familiar with 
the nuances of action and inaction in the game – they put the barks in context. 
The writer can then edit them to put the barks in character. Hocking says he 
hired a writer-designer, what we now call a narrative designer, to do the 
‘tedious’ job of writing about 10,000 four-word barks (2005:21).  
“Learn to love Excel” says Despain because spreadsheets are “really good 
at managing huge volumes of data” (2008a:16). Gameplay dialogue usually 
bypasses the screenplay format and is written directly into a spreadsheet and 
grouped in context of character, place/quest and action. Scripted exchanges 
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between the player character and NPCs are similarly grouped and include player 
decisions. For example, each of the mood responses in a Mass Effect (2007) 
conversation between characters, eg friendly, indifferent or angry, can be 
documented in a spreadsheet. In-game conversations can be triggered 
automatically, as in Dukes of Hazzard (2004), or by the player, as in Mass 
Effect. 
The important points about gameplay dialogue are: 
• Variation – the same thing needs to be said in 5 to 25 different ways to 
cater for replays.63  
• Duration – short lines accommodate short sequences of action, eg ten 
words or less.64  
• Specificity – action-relevance, eg attack/retreat circumstances or mission-
related instruction, eg take the left road to get to ‘x’ place. 
Writers who ignore these points, either purposefully or in ignorance, risk 
narrative discontinuity in that their lines are likely to be dropped from the game, 
rewritten or written without their input. 
                                       
 
63 For example, a mission may need to be played again several times before the player achieves its goal. 
64 Despain says “the tiny little cells [of a spreadsheet] encourage brevity” and that game dialogue writers should think in 
terms of “punchy, pithy sound bites” (2008a:16). 
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Voice-over recording and animation 
Creating cutscene and scripted animation is closely aligned to the process of film 
animation with the exception that the scripted in-game sequences tend to use 
more procedural or coded animation – that which is native to the gameplay 
itself. This is when the narrative may be subtly or drastically changed, yet few 
of the literary sources I reviewed acknowledge the impact of this phase of 
production on narrative quality or continuity. Only one chapter in Wendy 
Despain’s book on videogame writing deals with voice recording (Orkin 
2008:103-115). Neither Fullerton (2008) or Salen and Zimmerman (2004) 
mention this phase in their books on game design. Dille and Zuur Platten (2007) 
warn writers to expect change but do not outline what changes may happen in 
the latter stages of production. Even Hocking (2005) relegates this phase to a 
few lines in his lecture on production ‘Mapping Chaos’. The following description 
outlines the final stage of narrative production according to my personal 
experience in the game industry.  
A ‘near-final’ mission may have placeholder voice-over recorded to test 
that the dialogue system works. Placeholder recordings show what type of 
dialogue works and what does not. The game developers themselves usually 
provide the voices. A great performance can improve a line 100% and for that 
reason placeholder dialogue benefits from highly personable people being 
chosen. Otherwise a perfectly good line may be cut for lack of performance. My 
preference is for student actors to be used. Not only can they give the entire 
cinematic script a good run-through in a sit-down reading (useful for final edits), 
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their performance in the gameplay dialogue will sell it better to the people 
reviewing the game.  
Once the scripts are finished, voice actors record the cutscene and 
gameplay lines in a recording studio. According to Orkin (2008), the writer is 
occasionally asked to voice direct. This aligns with my experience in the games 
industry. I was always present at dialogue recording sessions. In my capacity as 
a producer I also assisted with the final selection of voice actors. Good casting 
enhances a script; bad casting detracts from it. Often the lead roles are beyond 
the game producer’s control. The publisher’s marketing department will contract 
‘name’ film actors to enhance a game’s marketability regardless of their 
suitability for the role or lack of experience recording ‘lines’ in a studio instead of 
on stage or film set.  
An actor’s ‘reading’ of a script can make or break it and if the narrative 
designer is present in the recording studio, it is their job to “make sure the 
actors reflect the reality of the story as it progresses” (Orkin 2008:110) One 
actor records all of his or her lines in one session. So the dialogue is recorded 
out of sequence. It is easy for an actor to lose continuity or change emotion 
after hours of lines and multiple takes. A game writer or voice-over director 
keeps the actor ‘in character’ and notes any improvisations the actors make to 
enhance the scripts.  
Each recorded line is individually named and identified as an audio file. 
The audio is provided to the character animators who create the lip 
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synchronisation for the lines. This means they make the character’s mouth and 
face move to shape the sounds of the words spoken and display the emotion 
expressed. This movement is manifested by the animator’s manipulation of the 
character’s facial ‘bone’ structure. Basic lip-synch used for in-game sequences 
are procedurally created by code. The higher the bone count, the more 
sophisticated the character’s movement. However, the cost is an increased load 
on the memory budget.  
 
Meanwhile the cinematic team storyboards the cutscenes. A storyboard is a 
step-by-step illustration of key frames within a shot or ‘instance’ of a cutscene. 
Each segment of the storyboard might show the following elements: 
• Camera angle/shot 
• Character 
• Emotion 
• Props 
• Background ‘set’ or stage 
• Diegetic and/or atmospheric sounds 
Figure 11: Facial bone structure of a 
character from Dukes of Hazzard: Return 
of the General Lee (2004) 
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• Dialogue 
• Scene description 
Once the storyboards are finalised, their duration, in terms of cinematic time, is 
estimated. If they are over budget, the producer will either have to find more 
funds or cut/simplify some scenes. At this stage a narrative designer may be 
brought in to re-work the scripts, re-write and re-record dialogue and double-
check how the cinematics fit in with gameplay. Usually scenes are simply 
removed from production to make them fit within budget constraints and/or 
gameplay changes. While this aligns with the editing process of a film, the 
equivalent of a film director is unlikely to be present, unless the game studio’s 
creative director or cinematic director (if it has one) is involved in the decision-
making. 
Following the final storyboards extra dialogue or ‘pick-ups’ are recorded 
and blocking animations are created. The cutscenes are roughly animated to 
show set, camera angle/shot, and character placement. The bodies of the 
characters do not animate but they may ‘glide’ through a shot, eg instead of 
walking. Not all the props appear but they are allowed a place. Character lines 
are spoken but their faces do not move. The blocking stage is an interim phase 
to ascertain the duration and feasibility of each scene. Whole scenes may be 
removed at this stage. For example, an entire level and its missions may be cut 
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to keep a game on schedule65. If they go, so do their cutscenes and in-game 
sequences. Vital elements of the story may be lost. 
The final cinematic-quality cutscenes include a character’s full animation 
and lip-synch, final props, final dialogue, visual and sound effects. They are 
integrated into the game. Even now, scenes may be altered or cut if a level 
designer changes the start or end points of a mission or its goals. Rather than 
risk discontinuity and the extra cost of additional animation, the scene will 
probably be removed and replaced with voiceover played over gameplay or an 
in-game sequence. A scene may also be cut, or characters removed, if it 
exceeds the memory budget and slows the fps below optimal levels. All of these 
scenarios affect the quality of the narrative output of the game. 
Important elements in the final stages of the production process affect 
the scripted narrative of a game: 
Voice acting  
• Schedule 
• Financial budget 
• Memory budget 
                                       
 
65 If a fee for service game is being made (the most common type in Australia), then milestone payments are tied to 
scheduled deliveries. Late deliveries mean delayed or penalised payment. Therefore, in most Australian production 
studios, keeping to schedule is tantamount and content is often sacrificed. 
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While the influence of artists and designers is more overt and the writer’s role is 
better defined in the pre-production stages, there is less emphasis on 
maintaining the integrity of the narrative throughout production. The 
collaborative inclusion of artists and designers in authorship during production 
and the editing aspects of the process itself affect the narrative outcome of a 
videogame. 
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4. THE DEMOGRAPHICS OF GAME DEVELOPMENT AND 
GAMEPLAY 
In section 2 of this thesis we reviewed literature and engaged in auto-
ethnographic discussion of ‘typical’ workplace practices and behaviours in the 
game studio. Section 3 also used literature reviews and auto-ethnography to 
detail the process of game documentation. Both combined to paint a picture of 
game production practices at the micro and macro level. In this section we 
review literature to examine the affect these practices have on production 
output and creative content. A cultural narrative of game production unfolds. 
The ‘I’ methodology of design 
At the time I made the Dukes of Hazzard game, over 85% of videogame 
developers surveyed66 in 2005 by the International Game Developers 
Association were white males (IGDA 2005). White females comprised about 
10% of game companies’ personnel.67 What we can glean from an early survey 
of game characters (Heintz-Knowles, Henderson, Glaubke, Miller, Parker and 
Espejo 2001) is that single player action-adventures and shooters featured 
heroes or player characters that were predominantly white young males. 
                                       
 
66 European and US studios were surveyed in the IGDA report. 
67 The remaining 5% comprised non-Caucasian male and female developers. 
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Enemies, allies or non-playing characters (NPCs) were predominantly ‘ethnic’ 
(eg Latino, African American, Asian) and female. Notable player-protagonists 
such as Lara Croft in the Tombraider series of games or Jill Valentine in 
Resident Evil (2002) were, and still are, white young sexualised ‘objects of 
desire’. Female support characters were either defenceless damsels in need of 
saving, as the princess Yorda in Ico (2001), eroticised vixens in need of 
punishment or wise old matrons who provided advice (Bryce and Rutter 
2005:303). Statistics from a more recent and broader game character survey 
indicate white males still predominate, representing over 85% of player-
characters (Williams, Martins, Consalvo and Ivory 2009).  
There is a correlation between the predominance of young white males 
represented in games and young white males making games. “We really set out 
to make the game we wanted to play… we set out to make the game we 
wanted to make” (Hayot and Wesp 2009), said games designer Brad McQuaid in 
an interview about Everquest (1999). Most developers play games before 
becoming game-makers68 and make games they like to play – games with 
heroes in their own, often idealised, image.  
                                       
 
68 Fron et al (2007:7) established that the most common entry point in the games production industry, a playtester, 
requires the person to be a ‘gamer’. Section 2 of this thesis discussed why it is a job requisite to play games.  
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Statistics of game female developers and game characters indicate a similar 
correlation. White (85%) female (11.5%) game makers create white (85%) 
female (10.5%) player-characters (IGDA 2005, Williams et al 2009). 
         
According to Taylor, the designers’ technique of representing users as 
themselves, or ‘I’ methodology, has been the most widely used one in games 
development (2006b:123). While Brad McQuaid claimed colour- and gender-
blindness permeated his game designs (Taylorb 2006:109), he like other white 
male developers was perhaps merely blind to his own bias. In a self-
perpetuating cycle, game characters have reflected the aspirations of game 
makers and in turn inspired game players: 
= 
Figure 12: Left: Clint Hocking wins 2003 Excellence in Writing award for Splinter 
Cell. Right: Player-character Sam Fisher from Splinter Cell games (2006, 2002). 
= 
Figure 13 
EverQuest (1999) 
avatar and its 
creator, art 
director Rosie 
Rappaport 
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…games and gender work as a cycle: games feature more males and so 
attract more young males to play. Those males grow up and are more 
likely to become gamemakers than women, perpetuating the role of 
males in game creation…    (Williams et al 2009:829) 
 
The result has been not only cloned games but cloned creators, cloned 
characters and attempts to clone players. According to Everquest’s designer, 
“our core demographic, not by design but simply by fact, were approximately 
18-30 year old males” (Taylor 2003:36). Williams et al surmised: “the 
stereotype of game players as only young, white males who want to be 
powerful white adults may be driving the content-creation process, even as the 
player base becomes older and more diverse” (2009:831). Everquest’s audience 
eventually became more popular with older females than young males. Yet 
traditional game developers find it difficult to design outside their own 
demographic. As Jesper Juul reported one videogame studio manager saying: “I 
was surprised by how wired we were to a particular target audience of 18-34-
year-old guys. It was a challenge to change the rule book of designing games 
for fraternity brothers.” (2010:7) 
Regardless whether they are a player-characters or non-playing 
characters (NPC), male characters were almost always depicted as ‘hyper-
muscular’ and females as ‘hyper-sexualised’ (Jansz 2003). The few women 
working within the industry were complicit. Taylor (2003) relates a conversation 
she had with Everquest’s designer about the female characters in Everquest. 
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The art director, a woman, wanted the male and female characters to be 
exaggerated or glamourised, like ‘Ken and Barbie’ because “many of the female 
characters were how she’d personally want to appear in a ‘fantasy’ game” (Brad 
McQuaid quoted in Taylor 2003:36). I would argue that EverQuest’s ‘design’ 
dictated its desired player demographic and reflected the demographic of its 
creators. At the time of Taylor’s study, women comprised between 20-30% of 
EverQuest’s gaming community and they played despite being uncomfortable 
with the highly sexualized nature of the female avatars (Taylor 2003:21). By 
2005, 60% of Everquest’s players were women (Hanman 2005), not the 18-35 
year old males the game’s designer had originally envisioned. I explore why 
later in this section.               
Gender representation in games is not the only concern. Anna Everett (2005, 
2008), an African-American and Dean Chan (2005), an Asian-American, 
investigated racial representation in the games industry:  
I am acutely aware that my mature, black, and female body is marked 
and thus marginalized as a shadow consumer in the gaming industry’s 
multibillion dollar marketplace. Moreover, my informal surveys of 
videogame cover art and game descriptions, print and online game 
reviews, manufacturer study guides, and popular media coverage of 
expert gamers uncover not only an essential and privileged male gaming 
subject, but one who is ‘universalised’ under the sign of whiteness.  
        (Everett 2005:312)  
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Three years later, Everett was unequivocal about the cause: “…popular game 
titles and the professionals who design them reflect, influence, reproduce, and 
thereby teach dominant ideas about race in America” (Everett and Watkins 
2008:141). In his article ‘Playing with Race’ Chan (2005) analysed True Crime: 
Streets of LA (2003) which has Chinese and Asian-American characters. Chan 
noted “how racial difference may be simultaneously fetishized and demonised, 
and how hegemonic whiteness is positioned as the taken for granted racial 
norm in game-world environments” (Chan 2005).  
Dovey and Kennedy (2007) analysed a games studio that was 
predominantly male. They concluded that there is a high degree of homogeneity 
in games production culture, more so than in other media: “The tastes, desires 
and aspirations that characterize the cultures of computer game production 
have so far exercised a very powerful hegemonic influence upon the kind of 
games that get made, as well as their circulation and reception” (Dovey and 
Kennedy 2007:150). 
When he discussed hegemonic effects on cultural identity, Hall 
highlighted the inherent isolation of self-identity: 
The ways in which black people, black experiences, were positioned and 
subject-ed in the dominant regimes of representation were the effects of 
a critical exercise of cultural power and normalisation. Not only, in Said's 
'Orientalist' sense, were we constructed as different and other within the 
categories of knowledge of the West by those regimes. They had the 
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power to make us see and experience ourselves as 'Other'. Every regime 
of representation is a regime of power…  (Hall 1993b:225-226) 
The repercussion of having predominantly white males in a game production 
environment is that it normalises a regime of power that ‘others’ find difficult to 
break. The very concept of ‘othership’ makes it unlikely that they would even 
try. 
Game character demographics and representation 
Some academics investigating gender and racial representation in games draw 
heavily on a report Fair Play: Violence, Gender and Race in Videogames (Heintz-
Knowles et al 2001) commissioned by Children Now, a research organisation 
based in California. Of the 1,716 characters identified across 70 PC and console 
games, 64% were male and 17% female69. 73% of player-characters were 
male, 12% female: “Half of all female characters were props or bystanders 
while male characters were predominantly competitors” (Heintz-Knowles et al 
2001:12). Jeroen Jansz and Raynel Martiz (2003) refer to a 2002 study by 
Ramirez Urbina and his colleagues where the packaging of 166 PC and console 
games was examined. In the Urbina study, 83% of the games featured males 
on their packaging and 71% of the males were portrayed in dominant stances; 
                                       
 
69 The rest were non-human. 
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half of the women portrayed were submissive (Jansz and Martis 2003:263) – 
statistics that back up the Children Now survey. 70 Jansz and Martis, in another, 
much smaller sampling of console games, found no females in supporting roles 
nor any female protagonists in submissive positions (2003:265). The disparity 
between Jansz and Martis’ survey and other researchers’ findings can, perhaps, 
be attributed to the method of selection and breadth of range. Both the Children 
Now survey and a later one, ‘The Virtual Census’ in 2009 (to be discussed), 
sampled thousands of game characters compared to those in Jansz and Martis’ 
12 games which they selected specifically for gender and racial diversity. What 
Jansz and Martis’ findings imply is that when diversity is present in a game, its 
female characters are less likely to be submissively represented. 
 
 
 
                                       
 
70 While they are not comparative studies because one analyses in-game content and the other box art, player-
characters do often appear on game packaging. 
Figure 14 Player-character Jill 
Valentine from Resident Evil (2002) 
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Submissiveness itself is difficult to define. Sara Grimes (2003) analysed the 
female protagonist Jill Valentine from Resident Evil (2002), a game that Jansz 
and Martis included in their study. Grimes found that Jill Valentine “alternated 
between the contrasting roles of heroine and victim” (2003:5). The game’s 
focus on survival and victimization, says Grimes, made Jill “frequently 
subordinate to the male characters around her… She was regularly rescued by 
male companions, in addition to being the only character subjected to physical 
abuse at the hands of her teammates” (2003:6). Jill’s victimization was integral 
to the mechanics of the game. Jansz and Martis did not perceive Resident Evil’’s 
female player-character as submissive, but Grimes’ interpretation of Jill 
Valentine’s role in the game proved otherwise. 
The most recent study on game characters is by far the largest in terms 
of selection. ‘The Virtual Census’ (Williams et al 2009) examined 150 games 
across all platforms, including handhelds.71 They chose the 15 most popular 
titles for each platform. Due to the popularity of multi-platform games, really 
only 133 unique titles were analysed. What makes this survey so relevant to this 
thesis is that it sampled games from 2005 to 2006, the time period when the 
                                       
 
71 Handhelds are portable videogames and include Nintendo DS and PSP. Handhelds were not included in previous game 
character surveys. Handhelds are most popular in the younger children’s market. 
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fictional account (described in section two) is set and, more importantly, around 
the same time as IGDA’s developer survey. There is a good chance that the 
games surveyed in ‘The Virtual Census’ were made by developers surveyed in 
Game Developer Demographics  (IGDA 2005).72 An interesting point of difference to 
other surveys is that ‘The Virtual Census’ researchers weighted the games in 
terms of sales success, eg per million units sold, presuming that games with the 
highest sales have the highest distribution and therefore the most influence on 
players and the marketplace. 
Of the 8725 characters surveyed in ‘The Virtual Census’  about 85% of all 
human characters were male and 15% female (Williams et al 2009:825). Less 
than 11% of player-characters in the most popular games of 2005-06 were 
female (Williams et al 2009:825). Keeping in mind that the Children Now survey 
included non-humans in their smaller survey, the ratio of females to males 
appearing as characters in videogames decreased over a five year period. 
Williams et al point out that even taking into account the unweighted gender 
difference (specifically 81.24/18.76 percentage male/female characters) “game 
makers created games that heavily featured male characters [and] the games 
that were actually purchased were even more heavily male” (2009:827), 
inferring the male-featured games were more popular. 
                                       
 
72 Back then, it took two to three years to make console games and about a year to make handheld games. 
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Regarding race in games, Heintz-Knowles et al reported 56% of all human 
game characters were white and 22% were African American (2001:22). Asians 
dominated the rest. Over 60% of female characters and 87% of all player-
characters were white (Heintz-Knowles et al 2001:22). Jansz and Martis’ sample 
showed 55% of all characters were white73 as were 67% of the player 
characters; 83% of females were white but male player-characters were equally 
split between Caucasian, African-American and European ethnicities (2003:265). 
Comparatively speaking, aside from the lack of Asians represented in Jansz and 
Martis’ survey, the racial breakdowns of both studies were roughly the same. 
‘The Virtual Census’ revealed markedly different racial breakdowns not so much 
in hierarchy but in percentage share. Over 80% of the game characters 
surveyed by Williams et al were white, as were almost 85% of player-characters 
(2009:825). The latter figure is closest to the findings in the Children Now 
survey. In ‘The Virtual Census’ ‘black’ characters represented close to 10% of 
game characters and player characters (Williams et al 2009:825). Asians, 
Hispanics and bi-racial characters made up the rest. Unfortunately ‘The Virtual 
Census’ does not list the game titles under examination so it is difficult to 
ascertain which games the ‘black’ characters appeared in but there is a good 
chance these games were sports or ‘urban street’ titles such as Grand Theft 
                                       
 
73 Jansz and Martis define ‘white’ as Caucasian to differentiate between Italians and other European ethnicities. 
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Auto: San Andreas which was published in October 2004. This game features an 
African-American male protagonist and, according to its publisher Take-Two 
Interactive, it was the top-selling PlayStation 2 game in 2005.74 
Everett and Watkins (2008) claimed urban-street titles such as action-
adventure Grand Theft Auto: San Andreas (2004) reinforced a ‘white male’ 
viewpoint of ‘black’ culture. The player-character is a black gang member.  
   
 
They connected white fascination with, and fantasizing about, African-Americans 
to minstrelsy which, in games, “became a means for white men to occupy and 
play out fantasized notions of black masculinity, but in ways that were 
entertaining, non-threatening, and committed to sustaining racial hierarchies” 
(Everett and Watkins 2008:149). Lisa Nakamura in her early 2000 study of Asian 
representation in western interactive media made a similar claim about male 
Asian characters: 
                                       
 
74 http://ir.take2games.com/ReleaseDetail.cfm?ReleaseID=157255 
Figure 15 Player-
character Carl ‘CJ’ 
Johnson in GTA: 
San Andreas (2004) 
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This type of Orientalized theatricality is a form of identity tourism; players 
who choose to perform this type of racial play are almost always white, 
and their appropriation of stereotyped male Asiatic samurai figures allows 
them to indulge in a dream of crossing over racial boundaries temporarily 
and recreationally…The idea of a non-stereotyped Asian male identity is 
so seldom enacted…that its absence can only be read as a symptom of a 
suppression.                (Nakamura 2000)       
However, stereotypes may be a necessary game mechanic, especially in ‘fast-
twitch’ action games. Game characters are more easily recognised during 
gameplay if they are portrayed as an ‘enhanced’ stereotype or archetype: “If the 
NPC [non-playing character] is a cliché… then the player can instantly figure out 
‘who the character is’” (Freeman 2004:58). In action games and shooters, 
players have mere seconds to discern enemies from allies. Instant recognition is 
dependent on the visual appearance of the characters. The character’s dialogue 
and movement must further support the cliché being created and played. While 
we can argue that stereotypes facilitate gameplay, there is little doubt that the 
people defining the stereotype are predominantly white males. It is no 
coincidence that Jill Valentine, a minority player-character in terms of gender, is 
in the majority in terms of racial representation. She is slim, voluptuous and 
toned – conforming to a traditionally Western, young, male, Caucasian ideal of 
beauty (Grimes 2003:7). 
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Even when the 88.5% of male game developers (and 11.5% of females) 
did create game narratives and characters outside of their demographic, they 
reinforced their own notions of racial and gender supremacy. I have witnessed 
conversations between white developers and white game publishers over 
whether or not a player character should be black or even ‘how black’ a 
character could be. Not being able to perceive a character’s facial expressions 
was one reason given by artists75 for not having dark-skinned characters. 
Another reason was that a dark-skinned player character would not appeal to 
the primary market demographic of 18-35 year-old males. No driving game 
pitch I wrote ever specified the audience’s race; it was presumed they were 
white. 
Game player demographics and representation 
So who is the ‘market demographic’? A game’s ‘market’ can be defined by who 
purchases it and who plays it. Ten years ago market statistics were based on 
who bought the games. Nowadays households are surveyed and online players, 
truthfully or not, register their age and gender when they buy or play games 
online. 
                                       
 
75 This was at the time that next generation consoles such as PS3 and Xbox360 were just being released on the market. 
Their improved graphics capabilities made increased polygons and greater detail more feasible. 
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Survey statistics and ethnographic research in general do not support the 
notion that the current market is predominantly young, white and male. The 
Entertainment Software Association reported that of the 1200 US households it 
surveyed in 2009 40% of all game players were women and 60% were men 
(ESA 2009:3), not the 75-80% males the game developers target.76 A similar 
survey two years earlier in Australia by the Interactive Entertainment 
Association of Australia (IEAA) showed that of the 1600 households involved, 
41% of the gamers were women and 59% were men (Brand 2007:5).  
While most US players (49%) were between 18 and 49 years of age, 25-
26% were over the age of 50 (ESA 2009:2). In Australia, the average age of 
gamers in 2006 was still young at 28 years-old in comparison to the 35 year-old 
American gamers in 2008 (Brand 2007:5; ESA 2009:2). In the US 56% of online 
game players were male and 44% were female (ESA 2009:9). The Australian 
survey had no comparative results but claimed 59% of the game households 
surveyed went online, although not necessarily to play games (Brand 2007:14). 
Neither the IEAA or ESA survey specified race.  
                                       
 
76 This percentage is a representative estimate. Secondary audiences are rarely specified in an original product concept. 
So in effect young males could constitute 100% of a product’s perceived audience. My experience has been that 
developers are aware their game may attract a non-male, non-youth audience, but they do not formally acknowledge 
or envisage it. Developers do not define who constitutes the other 25-20%. 
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The Australian survey did ask its female gamers what genres of games 
they played. Puzzle, card/board, strategy and adventure games featured 
highest; shooters, sports, fighting and MMORPGs lowest (Brand 2007:15). Card, 
board and puzzles games also featured highest in the online games played by 
both sexes in the US (ESA 2009:9). 80% of the Australian female gamers 
surveyed preferred online and PC games (Brand 2007:15). This combination of 
statistics suggests that many women were playing games online and playing 
mainly casual games. In a special ‘State of the Video Gamer’ report Nielson 
claimed that more older women played games on their personal computers than 
did males in December 2008 (Nielson 2008:6-7). The games the female PC 
players enjoyed included solitaire (card), Minesweeper and Jewel Quest 
(puzzle), chess (board) and World of Warcraft (MMORPG) (Nielson 2008:8). 
Except WoW, all are free, casual games. As discussed earlier, GamerDNA77 
published statistics in October 2008 which suggested that WoW was most 
popular with female ‘explorer’ types. The disparity between the Australian report 
and the Nielson and GamerDNA surveys regarding MMORPGs’ popularity with 
women, specifically WoW, are unaccounted for. Certainly Hanman’s (2005) 
report on Everquest’s predominantly female player base supports the 
assumption that women playing online RPGs is a rising trend. 
                                       
 
77 http://blog.gamerdna.com/blog/2008/10/17/bartle-gender-and-wow/ 
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One member of a household may purchase a console or single player 
computer game but multiple family members and friends play it. An ESA report 
claimed 59% of US gamers played with other people in the household (2008:4). 
The Australian study also analysed social play. 56% of households surveyed 
preferred to play regularly with other people in the same room (2007:7). These 
figures hint at a non-playing game audience who, as James Newman pointed 
out, take on the role of a non-controlling player who is “interested, engaged 
with the action, but not actually exerting direct control through the interface...” 
(Newman 2002). “The secondary-player role,” he said “is frequently taken by 
players who like the idea of games but find them too hard and is just one 
example of the ways players appropriate videogame experience in manners 
often not intended by producers (or observed by researchers)” (Newman 2002). 
No demographic survey I have seen takes the secondary player into account. 
The people who buy and play the games are not restricted to the country 
of the game’s origin or culture. One-third of videogames developed in the US 
(or funded by US publishers) are shipped overseas (Crandall and Sidack 
2006:17). In 2004 almost half of Electronic Arts’ revenue and one-third of Take-
Two Interactive’s78 revenue came from international sales (Crandall and Sidack 
2006:17). People in the world outside of North America, Europe and Australia 
                                       
 
78 Take-Two Interactive publishes the Grand Theft Auto franchise. 
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(and therefore outside of the surveys used in this thesis) play Western-made 
videogames and they are not white. I watched a 10 year-old Kazakh boy in 
remote western Mongolia play US-made Halo 279 (2004) on his home computer 
in 2006. In another Central Asian country, Uzbekistan, Kolko surveyed 317 
media users, of whom 60% played games on a personal computer (2003:6). 
Gaming in South Korea is so popular80 game-playing sessions are televised and 
vast sums of money and product placements are offered to winners. In 2002 
Herz reported over 5 million people played the US-made game Starcraft 
81(1998), many of them in the 26,000 gaming rooms, called PC baangs, in Seoul 
alone (Herz 2002). Starcraft gaming is equivalent to the popularity of soccer in 
European countries. One 21-year-old player was a national hero in South Korea 
(Gamer Revolution 2006). According to Herz (2002), South Korea’s technology, 
specifically its bandwidth penetration, is responsible for the predominance of 
gaming culture82 amongst the country’s teens while South Korea’s anti-Japanese 
sentiment spurred its adoption of an American game. The videogames the world 
plays reach far beyond the cultures in which they are made. 
                                       
 
79 Halo 2, a shooter, was created by Bungie Studios, an American videogame developer. 
80 Kolko and Thayer (2003:5) cite a report by the Korean Game Development Institution that over 90% of 9-24-year-olds 
play games in South Korea. 
81 Starcraft , a strategy game, was made by Blizzard, an American videogame developer and publisher. 
82 According to Herz (2002) 70% of the South Korea’s internet users were online gamers. 
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We really do not know who comprises a game’s actual audience. What 
we do know is that it is comprised of more females and non-Caucasians than 
game developers give it credit for. Racial representation across media in the US, 
especially television, shows similar results, eg over-representation of white 
characters in comparison to US population statistics (Williams et al 2009:829). 
However, videogames are unique in their extreme gender disparity. No other 
media under-represents the female population to such a degree as games. 
Player and character relationships 
What is it about videogames that appeals to the non-targeted player 
demographic? What makes a black woman or Mongolian boy want to play as a 
muscled white 30-year-old male American commando or hypersexualised 
scantily clad Caucasian female avatar? Here we explore the variety of 
relationships and power hierarchies between players and characters to discover 
the underlying factor of enjoyment and motivation to play today’s game 
characters. 
In her analysis of television soap operas Mary Ellen Brown emphasizes 
the importance of consistent character relationships to the ongoing popularity of 
the TV genre (1990:186). Soapies have open-ended storylines across an 
episodic delivery format. The characters’ personalities create the recipes for the 
stories that unfold. Consistent character rules could also apply to the episodic 
delivery of games that are open-ended (emergent) and quest or goal-based. 
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Game characters, whether they are MMORPG avatar classes or AI NPCs, are 
designed to have consistent traits and/or skills in order to facilitate gameplay.  
Life simulation The Sims (2000+) franchise of games is a perfect example 
of how consistent characterisation is integral to gameplay. In The Sims, players 
manipulate a group of characters, crafting narratives that play out on a day-to-
day and weekly basis. The narratives are specific to the player’s experience, yet 
based on a consistent ‘rule-set’ of character behaviours. The daily stories play 
out like soap operas with social interaction between characters providing 
dialogue and plot tension. The narratives in The Sims games are predominantly 
‘ideological’, what Nietzel (2005) would describe as defined by character 
relationships. If the ‘rules’ of consistent characterisation are the rules of 
gameplay, it is understandable how a game with male characters could appeal 
to women just as much as male characters in soapies appeal to the genre’s 
primarily female audience. Not only is The Sims popular with female players, it 
was developed by a disproportionately large number of females. One estimate is 
40% (Hanman 2005). Character-based games naturally appeal to female 
creators as much as they do to female players. 
Thornham (2008) documented different types of multi-player 
relationships in her four year study of Grand Theft Auto gameplay in five British 
households. When two people played with each other, the female in an 
observing secondary role would ask why the primary player did or did not do 
something, whereas a male in the secondary role would tell the female or male 
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primary what to do or not do. Relationships play a vital role in gameplay no 
matter how they are nuanced by gender. 
Communicating with other players is important to women during online 
gameplay (Taylor 2006b:94) yet socialisation of play is not just the province of 
women. Participating in a community and connecting with other players, within 
a game context and outside of it, appeals to both women and men:  
Beyond enjoyment of the activity itself there is also a significant role 
these 'people skills' provide to actual game play… Being known as a good 
player, as one who is even fun to have around, can act as a real 
commodity – as social capital. Players who are able to harness their 
social skills bring a value to their gameplay that is often unquantifiable 
but nonetheless quite valuable.     (Taylor 2003:25) 
Richard Bartle, originator of four MMORPG player psychology types used in a 
popular test by GamerDNA83, created a category of player called the ‘Socialiser’ 
for whom “inter-player relationships are important: empathising with people, 
sympathising, joking, entertaining, listening; even merely observing people play 
can be rewarding” (Bartle 1996).  Online identity in this context is very much a 
reflection of the player’s own. Not only do players use online game characters or 
avatars to socialise with others and explore gameworlds. They use avatars to 
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get to know themselves (Taylorb 2006:96). A relationship with a game character 
can be an exploration of self-identity. 
Tychsen et al (2007) established that players enjoy playing as game 
characters totally disparate from their own experience (and appearance!) as 
long as they can sympathise with and understand them. Experimentation with 
game characters provides players with the opportunity to extend, explore and 
experiment beyond their own identity (Taylorb 2006:94-95). Online avatars 
(equivalent to console game player characters) can be modified to alter racial 
characteristics, clothing and gender: 
MMORPGs give the user (in varying degrees) an opportunity to engage in 
various identity performances and corresponding forms of play. Both 
because of the explicit nature of the space (role play) and the 
engagement with avatars, users can construct identities which may or 
may not correlate to their offline persona… Indeed there is a long 
tradition within role play gaming culture to try and inhabit characters that 
are quite opposite of how you might normally think and act.     
        (Taylor 2003:25) 
As one Everquest (1999) player noted:  
There are all these people I know who exist for me only in terms of my 
interactions with their avatar. I don’t know really how old they are, what 
they do. It’s all based on the avatar thing.     
   (unknown female player quoted in Taylor 2003:26) 
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Players via their avatars “fashion for themselves unique identities in the 
gamespace” (Taylor 2003:26). Who players are at any one point in time in 
gameplay is the character they are playing. And they may well be playing as 
multiple avatars. Game characters become one aspect, an identity, of a player’s 
multiple selves: [Everquest] may allow access to gender identities that are often 
socially prohibited or delegitimised offline – simultaneously sexy and powerful or 
masculine and beautiful identities. (Taylor 2003:26-27) 
Brenda Laurel’s early research into what girl gamers like revealed that 
young females placed “more emphasis on character, story and relationship than 
on achievement of set goals” (Kline et al 2003:260). Taylor (2003) would 
disagree with Laurel’s assumption. She maintains competitiveness and goal-
achieving can be important to female gamers (Taylor 2003:27-30). 
GamerDNA’s84 analysis of player types supports Taylor’s assertion: ‘Achiever’ 
types enjoy a MMORPG as much as ‘Socialisers’. Games popular with women 
(and men) use three types of relationships: consistent characterisation, 
socialisation with players, and exploration of self. Both Laurel and Taylor have 
valid premises for why women enjoy gameplay.  
World of Warcraft (WoW) is an MMORPG where the player chooses a 
character ‘class’ or type as an avatar. Even though the character the player 
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chooses is modifiable in terms of appearance, it still has a consistent skill-set 
which the player can improve on by defeating other player’s avatars and/or AI 
inhabitants. ‘Levelling up’ and gaining a higher rating for your avatar is goal 
achieving. Players join other players in online guilds where their chances of 
levelling up are greater, especially if members have avatars of different 
character types – they balance each other and are stronger as a group. The 
guild members socialise with each other online as they play, strengthening 
relationships between players.  
WoW is very popular85 with women as well as males. According to WoW’s 
official player demographics site, over 50% of the longest playing WoW 
subscribers in the US were 25-54-year-old ‘females’86 (Schramm 2009a). While I 
found no definitive data on why it is so popular with women, it could be that 
they enjoy the game’s narratives which are based on the relationships of the 
players with their characters, themselves and each other. A recent study has 
revealed the most popular character races that ‘male’87 WoW  ‘Death Knight’88 
players select are blood elves and humans – characters that appear most like 
themselves and who are the most blood-thirsty of the WoW avatars (Schramm 
                                       
 
85 By 2008 WoW had more than 10 million subscribers (paying players) world-wide (Alexander 2008). 
86 In so far as they define themselves as female. 
87 In so far as they define themselves as male. 
88 Death Knights are a recently added occupation or class of character in WoW. 
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2009b). Prior to the introduction of the Death Knights, the most common 
character occupation chosen by WoW males were Warriors; females players 
preferred Priests (Schramm 2008).  
The WoW surveys should not be considered a rigorous or definitive 
examination of the game industry’s playing demographic, however, their results 
do support Bateman and Boon’s (2005) premise that many male players are 
‘Conqueror’ personality types who in turn become game makers and create 
‘Conqueror’ games. It is one thing to create a character class that appeals to 
male gamers. It is another matter entirely to put male gamers in charge of 
producing the majority of games on the market: “the videogames industry 
routinely puts its most obsessive videogame fanboys in charge of game 
development. We shouldn't be surprised that this gets us into trouble” (Bateman 
2009). What kind of trouble the industry is ‘in’ could relate to the emphasis on 
franchise and sequel titles that contain violent gameplay, hyper-muscular white 
males and hyper-sexualised white females – a preponderance of games that 
conversely attract lower ratings (Callaghan 2009).  
Williams et al mentioned that minority players may want to play as 
empowered characters (2009:832). Blacks want to play as whites. This is 
explored further in the next section. Taylor (2006) and Royse, Lee, 
Undrahbuyan, Hopson and Consalvo (2007) suggested women prefer to play as 
sexy strong females. While this might justify the hyper-sexualised portrayal of 
females in games, another form of empowerment, it does not account for why 
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there are so many submissive female characterisations and why there are so 
few female characters, disproportionate to the player population.  
The fact that female (and non-Caucasian) players have gravitated 
towards online play and customisable characters suggests that the technology 
that facilitated these gaming advancements is also responsible for gaming’s 
increasing popularity with previously minority audiences. How will advancements 
in technology affect the industry’s developer demographic and further expand 
its audience base?  
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5. OBSERVED BEHAVIOURS DURING CONCEPT 
PRODUCTION 
After reviewing ‘informal’ practices in the game production industry, the concept 
documentation process and the effect on game content as documented in 
previous sections of this thesis, it became critical to observe game production 
teams in action during concept development to fully investigate the research 
question: ‘How does developer behaviour affect game concept production and 
how can we use it to more effectively generate games?’. In 2014 I observed two 
teams of junior game developers in the Netherlands during the production of 
their games from concept pitch to the first playable prototype. Afterwards they 
were surveyed for personality typology and play preferences, then interviewed 
and their games reviewed. The ‘production practices’ observed were behavioural 
and focused on team dynamics and communication and how these affected the 
process and content of the games under development during the pre-production 
phase up to Alpha development. 
The development pipeline involves a pre-production phase and a 
production phase. The focus of this thesis is the pre-production phase where a 
concept is proposed, planned and proven. Alpha is usually the turning point into 
production. From Alpha onwards a game may change in terms of emphasis and 
scope, but core features and gameplay have been established. The concept 
itself has been proven or disproven in terms of viability. If proven, or ‘greenlit’ 
developers will start work on Beta production. Proving the viability of a game 
R Potanin Hairpins and Cockpits PhD (October 2016) 193 
concept involves demonstrating the Unique Selling Point (USP) pitched as the 
Hook or Point of Difference that sets it apart from other games, aspects of 
concept documentation which were discussed in section 3. The ‘proving’ can 
incorporate one or more ‘builds’ – when a part of a game is developed to 
demonstrate an aspect of viability. This can include a ‘tech demo’ or technical 
demonstration of the critical programmed/scripted component of the game early 
in concept development to a ‘vertical slice’89 of the game from start to finish or a 
‘horizontal slice’ of a level’s gameplay, any of which could be called a 
‘prototype’. Prototyping in the age of indie or ‘free-to-play’ games is even more 
prevalent (Jarret 2013) than what it was in AAA fee-for-service development 
where a prototype was required to prove a concept to a game publisher who 
funded its development. An ‘Alpha’ serves a similar purpose to a prototype to 
prove a concept with the exception that a prototyped ‘game slice’ is thrown 
away and production started afresh, whereas an Alpha ‘prototype’ is created 
using code, art and gameplay that is further developed and polished to become 
the final product. It is the creation of the ‘Alpha’ that is observed during the 
concept production study in this section. 
                                       
 
89 “VS [Vertical Slice] for game developers is having one example of everything that would go into the game: examples 
of every special effect, every game mechanic, and one feature-complete sample level.” (O’Donnell 2014:631loc) 
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This section adds another dimension to concept development to complete 
‘the picture’ of production practices raised in sections 2 and 3 where process 
and documentation were discussed. ‘Unseen’ workplace practices and pressures 
affecting game production in the mid-2000s were highlighted in section 2; this 
section focuses on the ‘seen’ or observable ten years later. The concept 
documentation process was detailed in section 3 and aspects of this process 
such as the concept pitch, are observed in development in this study. What this 
study does not show are the marketing pressures introduced in section 2 or the 
intensive narrative design detailed in section 3. The games observed under 
production were not ‘commercialised’ or published. They were not story-driven, 
albeit one did include detailed design documentation, most of which was not 
implemented. This section introduces team dynamics as a facet of concept 
production. ‘Studio studies’ can examine more than production processes and 
documentation. Observing game development teams in action offers deeper 
insight into production practice.  
Frequency and depth of team interaction and communication were 
recorded during this study to determine how the team members discussed their 
games’ design and who dominated the discussion. The methodologies used in 
generating the game ideas were observed to determine how decisions were 
made about their games’ design. Did the teams’ visions of their games change 
during concept production and were the developers aligned in their goal for 
their product? How did the developers feel about the game they were making? 
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Their enjoyment or dissatisfaction may have affected the efficiency of the 
process and the viability of their product. Unspoken behaviour such as seating 
proximity in the workplace was noted as it had an effect on the frequency of 
verbal communication between developers and signalled who team members 
felt most comfortable with. Personality profile homogeneity or heterogeneity 
within teams was noted to help identify and predict patterns across behavioural 
variables such as spoken and unspoken communication. Playstyle preferences 
were noted as developers need to play their own game as well as games similar 
to the one under development. If they enjoyed playing games different from the 
one they were making, this may have affected their design choices and their 
development efficiency. The gender composition within development teams was 
noted and cross-correlated with personality type to help identify and predict 
patterns of behaviour. It was also important to establish whether or not the 
developers’ personality survey results aligned with their self-perceptions. This 
helped to establish the validity and verity of the personality profiling.        
The observation setting - Gamelab 
February 2014 was the start of second semester in the southern part of The 
Netherlands in Europe. At the NHTV University of Applied Sciences in Breda, 
junior game developers specialising in ‘Programming’, ‘Visual Art’, ‘Design & 
Production’ as well as those doing a combination of all three in the ‘Indie Game 
Development’ variation come together once a week in interdisciplinary teams to 
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build a game in what amounts to 14 days. The students are supervised by three 
instructors with industry expertise in each of the fields of specialisation.  
I used this setting to observe concept production in practice. The 
educational period in which this study was conducted was the students’ first 
year of a bachelor degree in International Game Architecture and Design 
(IGAD), a software engineering degree consistently voted number one in the 
country by Dutch students. About one thousand applicants compete for 200 
placements each year. Entrance is based on academic scholarship, portfolio and 
interviews by the programme’s lecturers. The interviewers for the Programming, 
Visual Art and Design & Production variations have been exclusively male for the 
entire history of the programme. Only the ‘Indie’ variation used a combination 
of male and female lecturers to interview applicants.90 Coincidentally, female 
representation was higher in this variation than in each of the specialisations91. 
At the time of the observation, these students had already participated in 
one Gamelab, an interdisciplinary game development environment. February 
was the start of their second game development cycle. In that year, Gamelab 
                                       
 
90 Prior to 2013, there was only one female lecturer in the games programme. At the time of the concept production 
study, there were three industry women instructing in the IGAD bachelor degree. After 2016, the ‘Indie’ variation and 
two of its female instructors disappeared from the curriculum. 
91 After the PhD study, due to a change in the policy of interviews for students, females comprised a higher percentage 
of game art enrolments in 2014-15. The policy change was to accept all female art applicants regardless of their 
skillset or portfolio. 
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took place in two large rooms holding about 100 workstations replicating a 
development studio. The Gamelabs for the first-year students were held on 
Wednesdays and Thursdays. The supervising lecturers had some freedom in 
how they ran their ‘studios’ but the deliverables were the same for each ‘block’ 
of seven weeks. The students formed teams in the first week. A typical team 
comprised eight to ten junior developers who pitched their ideas to the 
supervisors by the second week. Some of these game ideas were ‘green-lit’ 
which means accepted. Technical (tech) demos were created by the third week 
and prototypes were presented in week seven and subsequently polished into 
vertical slices by week 14. During each milestone presentation (Game Idea, 
Concept Pitch, Tech Demo, Prototype) the supervisors provided feedback and 
indicated whether the teams could continue on their games or be disbanded and 
allocated to other projects. The students were expected to present a ‘beta’ 
version of their vertical slice by week ten or eleven. The finished product 
delivered in ‘week 14’ must be playable and free of showstopper bugs and 
students are graded based on their game’s playability, visual appearance and 
demonstration of a USP (Unique Selling Point). The best games were showcased 
to the whole of the game academy and invited industry guests (including Sony 
Computer Entertainment Europe) at the end of the semester on ‘Game Release 
Day’. 
Platformers, environmental puzzles and endless runners feature strongly 
as the genres of choice for students in their first year. First person shooter 
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variants were also popular. Students developed in the Unity game engine and 
created all the final art assets and animation. The design concepts were 
expected to have some degree of uniqueness or point of difference from other 
published games. Rarely were racing games made in any year of study within 
Gamelab. Prior to this observation study I know of two attempts in year one, 
one which was red-lit (failed) and another which required a time extension to 
receive a passing grade. I can speculate on why. Opponent AI is difficult to do 
well, especially within fourteen days and when programmers receive only one 
course of instruction for AI (not in first year Gamelab). Arcade-like physics and 
handling are more forgiving than simulated driving but finding the right balance 
can take weeks. Time trial and checkpoint races are more feasible for single 
player mode. Alternatively, multiplayer is possible with the number of player 
vehicles corresponding to the number of players. The art students learn how to 
model cars in their first year of education so art assets are achievable. Design 
students receive minimal instruction about the racing genre and detailed 
instruction about puzzle platformers. There are multiple reasons why a racer 
does not spring to a student’s mind even after exposure to the genre in their 
courses. So what prevents racing sub-genres being successfully created in 
Gamelab?  
The Mongol Rally is a real race that runs every summer in the northern 
hemisphere, starting in the UK and ending in Mongolia. Participants can choose 
any route across Europe, Scandinavia, Eurasia and the Middle East to get there. 
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They drive an unsuitable vehicle with a maximum of four cylinders and earn 
money for their chosen charities. It is a race that is less reliant on speed and 
more on luck and sheer bravado. I was present in Ulaanbaatar in 2007 when 
some of the battered and dusty participants and their vehicles rolled across the 
finish line. I enjoyed the drivers’ stories and admired their gumption. This would 
make a great game, I thought. 
Seven years later, I tasked my Design and Indie students to create game 
concepts based on the Mongol Rally theme92. At the time, I instructed a course 
on concept design and pitching in the first half of second semester at NHTV. 
The students were offered a choice of ‘client’ briefs and created game concepts 
to address them. About thirty concepts were submitted for Mongol Rally, ten of 
which were shortlisted for pitching to a game studio executive. Ironically, none 
of the shortlisted concepts93 were developed in Gamelab. Nevertheless, two 
teams successfully pitched to make a rally game, one for each of the two 
‘session days’ of Gamelab. The junior developers were encouraged to select and 
form their own teams. 
I delivered a brief Mongol Rally theme presentation to the junior 
developers mid-morning on the first day of their Gamelab. Afterwards, the 
                                       
 
92 See appendix for the Mongol Rally brief. 
93 A brief discussion of the shortlisted concepts and their originators is provided in the section on social engineering. 
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Gamelab supervisors asked the students to pitch two game ideas (which may or 
may not have addressed the rally theme) by the end of the day in what is best 
described as an ‘elevator pitch’. Each team had two to three minutes to pitch 
their game ideas. The supervisors then selected the most unique design (in 
terms of USP) and most achievable (in terms of scope within the 14-day 
timeline) for the students to develop to a fuller concept pitch and tech demo in 
the following weeks. Because the Dutch study’s researchers did not know which 
teams, if any, would choose the Mongol Rally theme, filming started on day two. 
It is important to note that the teams were not personality profiled until after 
Alpha delivery. This makes their preferred work seating arrangements even 
more startling as similar personalities chose to sit in close proximity. 
Both teams were filmed during six days (weeks) of development up until 
the first deliverable prototype. The role of the Gamelab supervisors was to 
review the status of the students’ games, provide mentorship in the role of 
‘senior developers’ and hold meetings with the junior developers to address any 
issues that might arise. Where possible, supervisor feedback was observed and 
recorded during this research. 
The concept production study’s research team comprised myself who was 
a Gamelab supervisor and a research assistant who observed the developers, 
recorded their discussions and actions, and occasionally gave feedback on their 
games. He was a fourth year game student interning in the commercial games 
unit and an INTJ on the MBTI scale. The research assistant was a student 
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finalist in the prestigious 2013 Independent Game Developer Awards held in San 
Francisco and considered one of the world’s top eight designer-producers. I 
deemed him suitable to observe and assist in this study. The video recordings 
included presentations of the Tech Demo shown to the supervisors early in 
concept development and a prototype presented in the seventh week, referred 
to as ‘Alpha’ by the students and staff at the educational institution. The Tech 
Demo was supposed to show the game’s Unique Selling Point (USP) be 
technically achievable by the team and potentially fun to play. The Alpha 
prototype was supposed to be feature complete but without final art or 
balanced gameplay.  
Study methodologies and goals 
Taking inspiration from the University of Sheffield’s ethnographic studies of its 
Master-level software engineering teams (Karn, Syed-Abdullah, Cowling and 
Holcombe 2007; Karn and Cowling 2009; Karn and Cowling 2010), I duplicated 
two methods the British studies employed: MBTI personality self-survey and 
team interviews. Whereas the British studies I reviewed spanned one year of 
interrupted development, my study spanned six weeks of intensive development 
interrupted by coursework, followed by two weeks of survey completion and 
then two weeks of interviewing. Examples of the final game prototypes were 
obtained to compare to the earlier concept phases of development. 
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 In addition to adopting the British studies’ methods, the Dutch study 
videotaped the development teams in action during six days of production 
practice up until and including Alpha delivery. Whereas the British studies relied 
on progress reports completed by the study subjects, I scanned the worklogs 
produced by my subjects, then discarded them because the entries lacked 
sufficient detail and accuracy.94 Mid-way through Alpha production, I met with 
the teams under observation to outline the goals of the research study, check 
the developers’ perception of their game’s vision and discuss any issues or 
highlights that may have arisen during production as a result of their enjoyment 
of, or dissatisfaction with, the process of concept development.  
The Game Vision exercise required each developer to describe their game 
in twenty-five words or less. This tests for vision alignment or fracturing 
amongst the developers as they are required to summarise the game in their 
own words and not those of their fellow developers. It also helps to hone the 
core gameplay idea and highlight its essence, a practice that is useful mid-way 
through concept development to keep developers on track.  
                                       
 
94 Many of the worklog entries contained only a couple of sentences per day of development and were similar enough 
across multiple days and developers that they may have copied each other and/or added the worklog entries post-
development to meet the Gamelab deliverable requirements. The worklogs did not provide a reliable source of 
ethnographic information. 
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The Fear-Fun exercise required each developer to state what they find 
the most fun about development and what comprises their greatest fear or 
dissatisfaction associated with development. This exercise helps to identify 
common issues for further discussion and to identify motivating factors during 
the concept phase. 
The first stage of the concept production study, video observation with a 
mid-way checkpoint meeting with the researcher, ended immediately after the 
presentation of the Alpha build. From Alpha onwards a game may change in 
terms of emphasis and scope, but core features and gameplay have been 
established. The concept itself has been proven or disproved in terms of 
viability. The developers start work on Beta production. 
Post-Alpha delivery the observed subjects were asked to participate in 
surveys that identified their gender, MBTI personality type, Brainhex play-style 
and the titles of three games they enjoyed playing in the past year. I was 
unable to determine at which point in their study the University of Sheffield 
ethnographic researchers surveyed the personality types of their software 
engineering teams. Nor could I ascertain if the researchers shared this 
information with the teams under observation or if the developers themselves 
discussed it amongst themselves. Seeking to minimise the impact of the survey 
outcomes on the behaviour of the subjects, I purposely conducted the 
personality and play-style surveys after stage one of the study was completed. 
Most of the developers would have been unaware of each other’s personality 
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profile and play-style preference. This rendered their affinity to each other in 
terms of physical proximity in the workplace and team photo untainted by the 
observation process itself. As described in detail in the Dutch study’s outcomes, 
the subjects’ ongoing physical proximity to each other during production 
strongly coincided with a similarity in personality profiles. 
Like the University of Sheffield study, I chose the Myers-Briggs Type 
Indicator (MBTI) self-conducted online test to survey personality type. This 
allowed me to compare results across the two studies. As mentioned previously, 
MBTI does not offer a scientifically viable nor academically rigorous 
psychological analysis. Rather, it is a commonly deployed method in business to 
discuss individual behaviour in a team-based workplace environment. For the 
purposes of this thesis, Myers-Brigg typology is a symbolic language or 
discursive form used to communicate people’s patterns of behaviour. 
Participants complete a questionnaire (http://www.humanmetrics.com) 
designed to measure psychometric preferences in how people perceive the 
world and make decisions. It is based on the participant’s self-perception, not a 
trained psychologist’s evaluation. The statistical viability of proving the 
prevalence of specific personality types was not the objective of this thesis 
study. An objective was to correlate concept production behaviours with 
heterogeneity or homogeneity in development teams. 
To communicate play-style preferences, I used the Brainhex typology 
originally developed by Chris Bateman and described in his co-authored DIGRA 
R Potanin Hairpins and Cockpits PhD (October 2016) 205 
paper ‘Player Typology in Theory and Practice’ (Bateman, Lowenhaupt and 
Nacke: 2011) and a later article ‘Brainhex: A neurobiological gamer typology 
survey’ (Nacke, Bateman and Mandryk: 2014). As described earlier in this thesis, 
Bateman identified seven player types which are revealed via completion of an 
on-line questionnaire about videogame play preferences 
(http://survey.ihobo.com/BrainHex/). Like the Myers-Briggs typology, the 
Brainhex typology offers a means to communicate the play-styles of the concept 
production study’s participants. Bateman’s typology identifies a player type most 
likely to enjoy racing games, the Daredevil player. I deliberately sought out the 
occurrence of the Daredevil play-style preference in the Dutch study to 
determine if there was a correlation between play-style preference and 
development of game content and design within the rally theme. This thesis did 
not aim to suggest a statistically viable method of predicting play types in 
videogame developers. An objective of the concept production study was to 
correlate concept content and design with play-style preferences in development 
teams. 
The third key point of information gathered in the surveys was the 
participants’ identification of three games they had recently enjoyed playing. 
Regardless of their Brainhex typology, this would assist the concept research 
team to identify similarities or differences in design between the developers’ 
favourite games and the game they were developing. In this respect the 
concept production study aimed to a) identify a correlation in game design 
R Potanin Hairpins and Cockpits PhD (October 2016) 206 
between a developer’s preferred form of game entertainment and the 
developer’s game product output and b) if similarity or difference enhanced or 
detracted from the developer’s ‘enjoyment’ of conceptual production.  
Gender identification of the survey participants was gathered to 
determine if specific personality traits and play-style preferences coincided with 
the female gender. As only five female junior developers95 and two female 
senior developers (one of which was myself) were surveyed in the study, any 
correlation between the female gender and personality type and play-style 
preference is statistically unviable. Nevertheless, there are some interesting 
similarities in the survey participants which could prove valuable in instigating 
further research into the subject of gender in the game industry.   
The next stage of the study occurred roughly one month after the 
surveys were distributed, towards the end of development on the final game 
product. The Concept Research team interviewed three developers from each 
team whom they identified during video observation as having a dominant 
influence over their game’s concept production. These junior developers 
identified three more members in each team who they believed significantly 
influenced their game’s design. A seventh member of each team was 
                                       
 
95 Two female junior developers did not participate in the Gamelab study. One joined her development team post-Alpha 
and the other individually authored a shortlisted rally concept described in the next chapter. Nevertheless, they both 
participated in the survey. 
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interviewed at the researchers’ discretion. Fourteen out of 21 game developers 
making a rally game pre-Alpha and post-Alpha in Gamelab were interviewed. 
Each interview lasted about 30-35 minutes. To maintain confidentiality, 
only the thesis researcher and research assistant conducted the interviews. 
They were not filmed. Both members of the Concept Research team took notes. 
Every one interviewed was asked the same ten questions in the same order. 
Most had forgotten their MBTI and Brainhex typologies. Two of the interview 
questions attempted to ascertain if the personality and player types documented 
in the survey aligned with the interviewee’s self-perception. Another question 
focused on why they enjoyed playing one of their favorite games.96 The 
remaining questions attempted to elicit information about the un-filmed first day 
of Gamelab or to elaborate on issues and successes that occurred during 
concept production.  
Findings of the study are documented later in this section after the video 
observation descriptions and interview summaries. In summary, the 
methodologies (video observation, meeting interviews, individual interviews, 
personality survey, play-style survey) combined to provide insight into the 
following patterns during concept development: 
1. Frequency and depth of team interaction and communication 
                                       
 
96 Relates to similarity-difference play-style=development enjoyment test 
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2. Use of brainstorming or other methods in idea generation 
3. Game vision alignment or fracturing 
4. Most enjoyable and most feared aspect of concept development 
5. Physical proximity and positioning of developers in the workplace 
6. Personality diversity or homogeneity in team 
7. Play-style diversity or homogeneity in team 
8. Play-style correlation with concept design under development 
9. Play-style correlation with development enjoyment/non-enjoyment 
10. Female gender correlation with personality traits 
11. MBTI alignment with developer self-perception 
12. Brainhex alignment with developer self-perception 
Team A: Passage to Mongolia 
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Team A’s group photo at end of their 14-day Gamelab project (MBTI personality types 
indicated). 
 
 
Team A was comprised of nine males and no females, between the ages of 19 
and 26, during the phase of video observation (game idea to Alpha)97. Six 
surveyed as having predominant Thinking-Judging aspects and two with 
Feeling-Perceptive aspects. Half of the team were INTJ personalities. During 
concept development up until Alpha stage, both the team lead and design lead 
were INTJs. Post-Alpha two more developers were added to the team, a female 
artist and a male ESTJ who was made the Team Lead.  
Both in the team photo shown above and the workspace seating 
configuration depicted below, the developers tended to physically place 
                                       
 
97 One team member, an artist, left the IGAD program after Alpha development and did not participate in subsequent 
research. 
Figure 16 Number of people in Team A self-identifying with MBTI personality traits 
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themselves to be in proximity with similar personalities in the team. Notably, the 
two INFPs sat next to each other during concept development. None of the 
developers were aware of each other’s MBTI personality profiles at the time.  
The game was a map-based resource management game called Passage 
to Mongolia. A successful rally was interpreted as selecting routes and 
performing mini-challenges to gain enough resources to sustain the distance of 
the trip. The INTJ Design Lead kept a firm grip on the game’s vision and 
enforced it. Interviewed developers reported dissatisfaction throughout the 
game’s development, were observed to participate in minimal discussion and 
made little progress on the game until a new team lead was appointed post-
Alpha. According to the supervisors, the game held promise technically but was 
disappointing in art and design. The supervising lecturers believed a “stronger” 
lead was necessary to get the team back on schedule.  
The Gamelab supervisors for team A comprised the following personality 
types: ENFP, ESFP, INFP. Surprisingly98, there was a predominance of Feeling 
and Perceptive traits in the Team A supervisors, two of which were male and 
one female.  
                                       
 
98 ‘Surprising’ because they were selected by academic management according to a perceived difference and diversity in 
personalities, yet they were a homogenous group.  
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The following is a table of Team A’s key discussion points, actions and 
issues observed each day. Team interaction highlights of the six days of video 
observation follow. 
Day Discussion pts Actions Issues Sup. feedback 
2 Map-based resource 
management  
Vehicle appearance 
Team meeting 
Present concept 
pitch and tech 
demo 
Lack of 
knowledge 
about number 
of art assets 
required 
Lack of game 
events 
Management genre 
approved by Art 
Supervisor. 
Art and Tech Supervisors 
concerned about racial 
prejudice in sample event. 
Design Supervisor 
suggests use actual 
routes between cities 
instead of straight lines. 
3 Technical document 
Art style 
none No technical 
documentation 
required 
Designer 
dissatisfied with 
art style 
none 
4 Game vision 
Fear-fun of 
development 
Team meeting 
with researcher 
Lack of 
communication 
in team 
Scope too big 
Design Supervisor advises 
team should know what 
the game is about. 
Concept Researcher 
recommends scrum 
meetings to solve 
communication issues and 
set scope. 
5 Art integration none Textures 
appearing 
incorrectly in 
game 
none 
6 Mini-game gameplay 
Art assets 
User Interface 
Team meeting 
with supervisors 
Art Lead 
unaware of the 
number of 
assets that are 
needed 
No gameplay 
implemented, 
only UI. 
Re-design game to reduce 
scope. 
Play Pocket Planes (2012) 
to see how its map 
interface is used. 
7 Mini-game and 
statistics 
implementation 
Alpha 
presentation 
No gameplay 
demonstrated 
except for 
traversing the 
map. 
Yellow light. 
Play Pocket Planes (2012) 
Insert mini-games. 
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TEAM A: Pre-Alpha Seating Configuration (most often used) 
 
Team A’s developers gravitated to a workplace seating arrangement at the 
beginning of the development cycle and consistently maintained it throughout 
production. The NTJs remained in close proximity to each other as did the NFPs. 
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TEAM A Video Observation Highlights 
DAY 1 (Un-filmed) 
Team forms and discuss game ideas for a three minute elevator pitch to 
Gamelab supervisors. Ten teams pitch over a dozen game ideas. Team A 
proposes two game ideas that are not approved for concept development. They 
pitch a third idea involving the Mongol Rally. It makes it through the initial 
screening process and the Concept Research Team is notified. 
DAY 2 Concept Pitch and Tech Demo 
In the morning, the Design Lead (INTJ), Designer (INFP), Art Lead (ENTJ) and 
Artist (ESTJ) discuss the game vision and its requirements. The designers liken 
it to another game where the player needs resources and charity donations to 
keep their car going. The Team Lead (INTJ) is not present.  
Designer: “It’s more about the journey than getting to the end.” [3:10]  
Design Lead: “We think it’s fun because you take a really bad car that is 
not suited and wear it down, a submarine with wheels, whatever, and then you 
guys [artists] can create a bunch of different vehicles that you like, even a table 
with wheels…that is where you guys [artists] can practise your modelling. You 
can basically do whatever you want.” [6:23]  
Artist: “What about a Mad Max kind of feel? It’s fitting I think.” [8:14]  
The Design Lead does not respond to the Artist’s design suggestion and 
directs his focus towards the Art Lead. The Artist drops his head to his hands.  
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Art Lead: “Do you think this is too far away from the actual Mongol Rally?” 
[8:20] The Design Lead re-iterates his own design goals. The Art Lead asks 
about the look and feel of the environment: “Can there be a post-apocalyptic 
version of this world?” [9:10]. The Designer advises against it.  
They discuss scope and how many countries are needed. Design Lead: 
“See how many you can do. If there are too many countries, smash a bunch 
together. It depends on how much work you can do.” The Art Lead responds: 
“It depends on what you guys [designers] need as well. It’s a good idea to write 
down what you want us to make.” [10:20] The Design Lead agrees to prioritise 
what is needed from the artists and programmers.  
The group discuss the upcoming pitch presentation and the designers ask 
the artists for sketches. Then, almost in passing, they say they will proceed with 
their game idea if everyone agrees to it.  
Designer: “We don’t like working on an idea no one supports.” [11:23]  
Design Lead: “If there are any additions you’d like to go with, or change 
the idea, now is the time.” [11:30]  
At this point, the Tech Lead (INTJ), who has been listening, joins in. He 
comments on it being a strategy game, not a racer. The Designer says they got 
their inspiration from the Mongol Rally website and describes the event. The 
second Artist (INTJ) contributes: “That sounds fun, especially as we are going 
all out with the cars.” [13:50] The Design Lead says they will make up as many 
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‘tests’ [mini-games] for as many of the vehicles the artists can make. The Art 
Lead says for the third time: “We need exact numbers.” [14:16]  
The Designer stresses the art and the mini-games will be what makes the 
game. There is some discussion about the map. At this point, the Observer 
(INTJ) steps into a Creative Director role and warns against over-scoping the 
game: “The over-creep is massive.” [18:00] The Design Lead decides to make 
the map first, then add mini-games. The Observer voices his concern about the 
amount of assets required. The Art Lead asks for the fourth time what assets 
are required, specifying buildings and obstacles [to be used in the mini-games].  
The Designers say they wish to concentrate on the pitch presentation and 
ask the Art Lead to be part of it. The Designer suggests a title “Passage to 
Mongolia”. The Design Lead likes it. 
The Passage to Mongolia Concept Pitch Presentation and technical demo 
starts in the afternoon. [38:30] 
  
Photo left: Tech Demo shows an event (challenge). 
Photo right: The presentation shows the game’s art style. 
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The presentation lasts about seven minutes. The Design Lead delivers most of 
it. The Art Lead explains the look and feel of the game.  
Afterwards, the Gamelab Supervisors give their feedback and ask 
questions. The Technical Supervisor (ENFP) voices his concern about the 
terrorist angle and the stereotype this represents. He questions the competitive 
edge of driving an unsuitable vehicle but likes the mini-game aspect because it 
offers more dynamic gameplay. He would prefer to know more about the mini-
games as they are key to gameplay. 
The Art Supervisor (ESFP) says choosing a management game over a 
racing game is an interesting choice but thinks a management game is more 
within the scope of a Gamelab timeline than a third or first-person driving game. 
He is more condemning of the racial prejudice implied in the terrorist mini-game 
event given as an example in the presentation: “If you end up doing that with 
every country, you will end up being the most despised game developers.” 
[46:00] The Art Supervisor adds that it feels like a board game such as 
Monopoly or Game of Life and suggests a player’s ‘rally team’ should be able to 
interfere with another player’s progress to make it more interesting.99 
Myself as the Thesis Researcher (ENFJ) filled in for an absent colleague in 
the Design Supervisor role. I was conscious of the fact that I could not interfere 
                                       
 
99 The team did not implement this suggestion for Alpha. 
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with the design as part of the research study and only advised the team to use 
the actual roads between major cities instead of the straight lines indicated in 
the technical demo.100  
At the conclusion of the presentation, the concept was accepted and 
green-lit. 
DAY 3 Development  
The Design Lead is not present today. The Designer (INFP) sits in the Design 
Lead’s workspace and discusses the design with the Team Lead (INTJ). He 
emphasizes the importance of the mini-games because the Tech Supervisor was 
excited by them. The Art Lead (ENTJ) interjects with a question about the 
vehicles and the Designer advises him to “make them as crazy as possible” 
[14:15]. The Designer continues to explain the game design’s storylines and 
statistics to the Team Lead. They look at games such as Temple Run 2 (2013) 
for comparison. 
The Designer discusses the programming relevance of the design 
document he is working on with the Tech Lead (INTJ). He suggests the lead 
write a technical document outlining the programming requirements of the 
game. The Team Lead voices his disagreement about the need for this: “In the 
first two weeks it’s not important.” [34:04] 
                                       
 
100 The team did not implement this advice for Alpha. 
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[14:21] Design Lead is not present. Designer (INFP) sits in his position and discusses design 
with Team Lead (INTJ).  
 
[40:05] The first art-design-programming interaction occurs towards the end of the day.  
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Towards the end of the day, the Artist (ESTJ) approaches the Designer to 
show him some sample artwork while the Art Lead talks to the Tech Lead.  
 
[46:25] Art lead (ENTJ) joins conversation with artist (ESTJ) and designer (INFP) about vehicle 
model. Designer voices his reservations about the art approach.  
 
 
[46:30] Tech Lead (INTJ) gets involved in art-design discussion. 
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[47:34] Artists and programmers abruptly leave the conversation, leaving the Designer (INFP) 
alone.  
 
DAY 4 Development 
Today, the Design Lead (INTJ) is present. The Art Lead asks the Design Lead a 
quick question about the design requirements. The Design Lead and Team Lead 
(INTJ) discuss the map routes and are briefly joined by the Programming Lead 
(INTJ). The Designer (INFP) arrives late and the Team Lead jokes about putting 
a warning in his worklog. 
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[17:04] The Design Supervisor (INFP) checks in with the Team Lead (INTJ). He has some 
questions about the requirements of the design documentation.  
 
The Design Supervisor asks the Team Lead if it is clear in the design 
document what the game is about. The Team Lead is not sure. Design 
Supervisor: “The important thing to remember about the game design 
document is to check the essence of the game.” [19:00] She tells the designers 
that they have to be very clear about what is going on with the project.  
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[21:11] The Design Lead and the Design Supervisor discuss the game.  
 
They discuss whether the game is multiplayer or single player or both. The 
Design Lead says if multiplayer is not implemented, they will use AI to replace 
other players. The Design Supervisor points out that AI is more complex to 
implement (in terms of programming). The Tech Lead is not present. She 
reminds the Team Lead that they should have a prototype of the game within a 
couple of weeks (day 5). She leaves. 
Design discussion continues sporadically throughout the remainder of the 
day between the Art Lead and the Team Lead, between the Design Lead and 
the Team Lead, and between the Design Lead and the Designer. The Team 
Lead jokes about the scope and his role in controlling it: “As designers we 
always want more, but it is my job as a team lead to prioritise work…If we are 
only half-way through the narrative by week 4 [today], I am pretty sure it is too 
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much.” [1:06:00] The Designer responds: “Then we are doing a really shit job 
because the narrative should be going faster.” [1:12:00]  
The Team Lead mentions the upcoming meeting with the Concept 
Researcher. The Art Lead enters afterwards and he is not told about the 
meeting. The Team Lead and designers discuss the need for a day-night cycle 
and the need to decide what mini-games will be used in order to facilitate 
planning art and programming. 
 
[1:19:00] The Design Lead and Team Lead discuss statistics. The Team Lead says the list of 
statistics is getting too big [uses arms to emphasise length.  
 
The Team Lead reminds the Design Lead that a prototype is due next 
week and they need to get stuff done. The Tech Lead does not react. The 
Design Lead argues the statistics must stay in. The Team Lead jiggles his knee 
(in nervousness/anxiety?) and the conversation shifts to map routes and 
signposting. 
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Team A meets with the ENFJ Concept Researcher. She explains the 
purpose of the video observation: “We are less interested in the content and 
more interested in how you do it, how you think it up, where your sticking 
points are, in this first phase of development.” [1:34:00] She asks each of the 
developers to describe the game vision in 25 words or less. Afterwards, she 
points out that the Leads appear to have a fuller description of the game. The 
Researcher asks the developers to identify their greatest fear and most fun 
associated with developing the game. 
 
[1:43] Artist (ESTJ): “The thing is the design team does not really communicate with the others. 
The design team only communicates with the designers, not with the artists or the 
programmers.” The second Artist (INTJ) bodily reacts. 
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[1:45:00] The ESTJ Artist continues to discuss the team’s problems with communication and the 
INTJ Artist continues to behave as if he would prefer to block out the issue. 
 
A lack of team communication is raised by the ESTJ Artist as his greatest 
fear about development. After more discussion about communication issues and 
the team’s most common fear, scope, the Researcher suggests the whole team 
meets for five minutes every morning and afternoon to discuss what they are 
going to do and what they have achieved, what the top priorities are – this may 
facilitate group communication. She recommends the leads get together to 
schedule the current scope to ensure it is do-able and fun.101 
 
                                       
 
101 Video observation showed that the twice-daily scrum meeting suggestion was not adopted. 
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DAY 5 Development 
Today there is a short discussion between the Art Lead and Design Lead that 
lasts a couple of minutes. Then the Team Lead and designers discuss design 
issues while the Art Lead discusses map references with the Artist (ESTJ). 
 
[1:00] The Art Lead (ENTJ), Design Lead (INTJ) and Team Lead (INTJ) briefly discuss design 
requirements. The Technical Lead does not join in. 
 
Later in the day, the Design Supervisor (INFP) checks in with the Design 
Lead and Team Lead. The programmers and artists are not present. The 
designers discuss the deliverable requirements with the supervisor. 
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DAY 6 Development 
 
[18:53] The Designer (INFP) and Programmer (INFP) discuss the current game build for almost 
half an hour.  
 
The Design Lead (INTJ) joins in the discussion between the Designer (INFP) and 
Programmer (INFP) about gameplay to explain how the mini-games will fit into 
the game. The Designer and Programmer appear unsure. The Programmer 
moves away from conversation, but the Designer brings him back. The Design 
Lead repeats why he wants to take the design approach. [25:03] 
Meanwhile, the Team Lead (INTJ) quietly addresses the artists: “I hate to 
say this but the teachers might be dropping by in the afternoon for a meeting 
on how the progress is going.” [33:39] The artists do not respond and appear 
not to hear him. 
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[33:59] The Team Lead gets up, turns to the designers: “They [supervisors] want to see how 
far we have gotten.” The programmers do not react.  
 
 
[38:44] The Tech Lead (INTJ) invites the Artist (ESTJ) to look at his art assets in game. They 
are not appearing correctly.  
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[39:09] The Design Lead, Designer and Programmer join in the discussion about the art 
problem. The Team Lead and Art Lead appear not to notice.  
 
 
[41:36] The Artist returns to his workstation unhappy and explains to the Art Lead that the 
textures appear incorrectly.  
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The Art Lead shrugs in response to the Artist’s report about the texture 
problem and moves to the Artist’s laptop to examine the issue without checking 
the game build on the Tech Lead’s laptop.  
The team meets with the Supervisors in the afternoon. The Team Lead 
says he is not confident they can deliver Alpha and is unsure of the progress 
made today. The Art Supervisor (ESFP) asks what the main hold up is. Team 
Lead: “The art is taking more time than we initially thought, so we have to 
downgrade the scope a bit.” [42:56] 
 
[43:23] The Art Lead is asked to describe the issue.  
 
The Art Lead says they have five vehicles modelled plus some cities and 
villages for world map (not in game). He estimates they need one to two more 
days to finish all the art assets. He downplays the problem. 
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[44:44] Art Supervisor observes: “We’re getting two stories: the doom and gloom story from 
you [Team Lead] and you [Art Lead] says it’s not that bad…There’s obviously a lack of 
communication between you guys.”  
 
 
[46:00] The Supervisors voice their concern about the lack of an asset list and vagueness of 
model completion.  
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Tech Supervisor: “As a lead artist, you do not know how much work you 
have to do.” [46:01] The Design Lead estimates just over 100 cities/villages are 
required to complete the game. The Art Supervisor says this is too much and 
they have to work smarter. 
[49:29] The Art Lead reassures the supervisors that the differentiation between iconic cities 
such as London and Paris will be basic.  
 
The Art Supervisor refers to a similar game, an app called Pocket Planes 
(2012) and asks them to check the 2D approach to the map navigation.102 
 
                                       
 
102 Via video observation, we determine that the Art Lead, nor anyone else on the team, follows this suggestion. 
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[52:30] The Art Supervisor asks if the game is playable yet. The Design Lead says no, only the 
UI is implemented.  
 
The Design Supervisor (INFP) asks what the mini-games are and the 
Design Lead briefly describes an engine-building mini-game as an example. The 
Supervisors continue to voice their concerns about scope and offer suggestions: 
use more 2D, swap the mini-games for collection quests. The Designer says the 
mini-games scare him because of the amount of work involved.  The 
Supervisors suggest simple mini-games: buying and selling items, fact quiz 
about the areas passed through.  
Tech Supervisor: “You need to re-scope, possible scrap what you have 
already done to come up with a different solution.” [57:30] 
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[1:05] Team A’s designers and programmers discuss what to do about the scope. The artists do 
not participate in the discussion.  
 
 
[1:17] The Team Lead checks in with the Art Lead to take a quick look at the asset list.  
 
 
DAY 7 – Alpha delivery 
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[00:15] Artist (ESTJ) talks to the Tech Lead about art integration.  
 
  
Photo left: The Alpha presentation of Passage to Mongolia opens on the map interface.  
 
Photo right: Arriving at a city point shows artwork for a concept of a city. The team has not 
identified the cities. The city art is generic.  
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Photo left: An event occurs each day of the rally. An example of crossing a broken bridge is 
given as an example. It is a static screen. The Team Lead explains how the event will affect the 
player’s statistics.  
 
Photo right: Static ‘reward’ art for exploring far-off places is shown. Team Lead: “It has no real 
use other than being really pretty.” [41:15] 
 
  
Photo left: The player’s car continues to travel around the map points. Demonstrated, but not 
discussed, is the acccelerated change between day-time and night-time. 
 
Photo right: The Designer shows the statstics they plan to use in the game.  
  
 
The Team Lead and Designer explain that the statistics are not in the 
game due to “balancing problems”, but they have been working out resource 
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management formulas for situations such as how running out of gas and 
pushing the car affects player progress.  
The Tech Supervisor interrupts the presentation: “I am taking issue with 
the word ‘game’ at the moment. I see a game menu interface but no 
gameplay.” [43:43] The Designer acknowledges the problem: “We need to get 
this [points to statistics on screen] into the game.” [43:50] 
Tech Supervisor: “This is Alpha. Your gameplay should be obvious by 
now. All I see is you traversing a map…For an Alpha, that is not good enough.” 
[44:30]  
Art Supervisor: “Did any of you look at Pocket Planes103?” [46:11] No one 
says they have. He urges them again to use it as a reference for a good 
resource management game. 
Tech Supervisor: “If I was funding this [game], at this point I would be 
very disappointed. I have no idea what my money is being wasted on.” [48:49] 
Team A’s Designer says they need more time to balance the statistics to 
implement them in the game. Students in the audience advise them to use 
paper prototyping and boardgame rules. Unidentified student from the 
audience: “The UI bar is crammed with statistics and this seems a lot, especially 
if they interact with each other. It may solve your problems to reduce the 
                                       
 
103 Pocket Planes 2012 NimbleBit 
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statistical data…Will the player have to study math to be good at this game?” 
[53:45] This question is not answered.  
 
 
[1:1:00] After the presentation, the Research Observer waits with the designers and Team Lead. 
They discuss what they would have changed about the game’s concept development in 
hindsight.  
 
The Research Observer (INTJ) adopts the role of Creative Director and 
says the statistics were overscoped and reminds them they should have started 
paper-prototyping the game at the beginning. He recommends reducing the 
scope of the resource management mechanic and focusing on the mini-games. 
Observer: “You need to prove they are fun events, and interesting, and you 
haven’t shown that.” [1:1:02] 
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END OF VIDEO OBSERVATION 
Postcript: The Supervisors gave Team A a ‘yellow light’ and warned them that 
they would be disbanded if they could not show gameplay soon. Two new 
members joined the team. A Visual Artist (ESFJ) joined the art team and a 
Design & Production student (ESTJ) took over the Team Lead role. Another 
artist (an ESTJ who does not appear in the video recordings) left part-way 
through Alpha development and did not return. Team A continued development 
on the game after cutting 70% of the original design and 50% of the modelled 
assets. The game was nominated for a Design and Production award at the end 
of the academic year. 
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Team B: Detour Drive 
 
Team B’s group photo at end of their 14-day Gamelab project (MBTI personality types 
indicated). 
 
 
 
Team B comprised ten people between the ages of 18 to 21 who agreed to be 
observed and surveyed, of which three were females. Introversion, Feeling and 
Judging traits represented half of Team B. Just under half the team surveyed as 
Figure 17 Number of people in Team B self-identifying with MBTI personality traits 
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‘typical’ NTJ personality types. The outstanding points of difference in 
comparison with the other Gamelab team was Team B’s under-represented 
Extrovert trait, predominance of Feeling trait and female representation. Both 
teams shared a majority of Intuition and Judging traits. The three females 
shared Feeling and Judging traits. As with the other team in the ethnographic 
study, Team B’s developers aligned themselves physically according to similarity 
in personality type. This is evident both in the team photo shown above as well 
as in the workspace seating configuration shown below. 
 Team B’s game Detour Drive was an open-world driving game with pick-
ups that improve performance and extend the player vehicle’s life. The team 
was mainly comprised of eight students in the Indie Game Development (IGD) 
variation plus two developers from the Visual Arts variation. The roles of design, 
programming and art appeared mutable, with students collectively debating and 
converging on features as they arose during development. The decision to make 
the team predominantly IGD was made by two of the students before the start 
of the first day of Gamelab (an ENTJ and ISTP). They recruited the other IGD 
students. Later, on the first day, two Visual Arts students joined. Only the team 
lead role was pre-determined: a female INFJ. The rest stated their preferences 
in either art, programming or design, then whomever had not been a lead 
previously was made a lead for one of the specialisations. The people who had 
the most influence over the concept’s development to Alpha stage were not 
official leads. 
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There was no single game vision and the concept seemed to change shape on 
an hourly basis during the first few weeks of observation. Decisions appeared to 
be democratic and majority-orientated which elicited temporary resentment 
from students whose ideas did not progress. Overall, however, the team 
dynamic was upbeat if chaotic. 
 Team B was green-lit (with reservations) in the third week at technical 
demo. They did not demonstrate their USP in the gameplay. Even though the 
supervisors praised the USP during the elevator pitch and quickly green-lit their 
concept on the first day, the students themselves were unconvinced it was fun 
and abandoned their game idea in the second week [day]. The team re-adopted 
the USP and succeeding in obtaining a green light at Alpha. 
 Team B had a completely different set of supervisors whose shared 
characteristics were Intuition and Feeling: INFP, ENFJ, ENFJ104. The supervising 
group comprised two males and one female, each from the discipline variations 
of programming, art and design & production. Similar to the other supervising 
group, these instructors had an industry background and regularly reviewed the 
students’ games, providing feedback in the role of senior developers. During the 
six weeks of Alpha production, the research assistant, an INTJ, sat with Team B. 
He observed and recorded and provided design feedback when it was sought by 
                                       
 
104 For the same reason as Team A, the homogeneity of personality profiles in Team B supervision was a surprise.  
R Potanin Hairpins and Cockpits PhD (October 2016) 243 
the students. In comparison to Team A, Team B appeared to seek feedback 
from, and interact with, the supervisors and the research assistant more 
frequently. 
Below is a table of Team B’s key discussion points, actions and issues 
observed each day. Video snapshots and descriptions summarize the highlights 
and key conversations each day of observation. 
Day Discussion pts Actions Issues Sup. feedback 
2 Concept re-designs  
New USPs 
Multiplayer only 
Return to original rally 
idea 
Team meeting 1 
Elevator re-pitch 
Leads Meeting 
Team Meeting 2 
 
Zoom Feature 
replaced as USP 
with mini-map 
Fog of War. 
Rally replaced 
with ‘capture 
flag’ multi-play. 
Design supervisor notes 
new pitch is very different 
to original one. 
Art and Tech supervisors 
reject new pitch. 
3 Concept redesign to 
incorporate zoom 
feature in mini-map 
Single player racer 
with car degradation 
and repair pick-ups 
Power-ups and their 
effect on vehicle 
Revise design 
concept to use 
zoom USP 
Pitch concept 
and show tech 
demo 
ISTP Designer-
Programmer 
believes zoom is 
an unnecessary 
feature.  
Multiple extra 
design 
suggestions. 
Team Lead 
keeps focus on 
core gameplay. 
Supervisors say mini-map 
is unnecessary and the 
zoom feature should 
happen in game. 
Tech Supervisor opposes 
idea of driving laps and 
questions that a USP is a 
present in tech demo. 
Concept is green-lit with 
reservations voiced by Art 
Supervisor about 
gameplay. 
4 Zoom USP and how to 
integrate it in game 
Rubber-banding effect 
Mini-map 
Game vision 
Development fears 
and funs 
 
Team meeting 1 
Branching road 
design in level 
Team meeting 2 
ISTP Designer-
Programmer not 
happy with a 
zoom USP 
ENTJs and INFP 
brainstorm 
zoom feature 
Design Supervisor notes 
that the team’s game 
vision and development 
‘fun’ does not include 
USP. She suggest they 
explore rubber-banding. 
5 Mini-map 
Burnout visual effects 
Feature (code) 
integration 
Integration none Tech Supervisor advises 
developers working on 
separate features to 
integrate their code into 
one build. 
6 In-game zoom 
feature’s enjoyability 
In-game zoom 
feature 
implemented by 
Tech Lead 
In-game zoom 
feature renders 
mini-map 
obsolete. 
none 
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7 Alpha build fun to play 
but buggy 
Alpha 
presentation 
Tech Lead not 
present 
Supervisors compliment 
the lighting, field of view 
and in-game zoom feature 
as a USP; recommend 
removal of mini-map. 
Green light. 
 
 
TEAM B: Pre-Alpha Seating Configuration (most often used) 
 
 
 
 
 
 
 
 
 
 
 
 
 
TEAM B Video Observation Highlights 
DAY 1 (Un-filmed) 
Team forms and discuss game ideas for a three minute elevator pitch to 
Gamelab supervisors. Ten teams pitch over a dozen game ideas. Team B 
proposes two game ideas, one of which is based on the Mongol Rally theme. 
The Art Supervisor (ENFJ) is particularly taken with a zoom-out camera 
INFJ  
Design  
Lead 
INFJ  
Team  
Lead 
INTJ  
Observer 
INTJ 
Artist 
INTJ  
Programming 
Lead 
ENTJ  
Designer- 
Programmer 
ISTP  
Designer- 
Programmer 
INFP  
Programmer 
ENTJ  
Artist 
ISFJ 
Artist 
INFJ     
Art 
  Lead   
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mechanic that affects gameplay. He recognises it as their USP. The rally game 
idea makes it through the initial screening process and the Concept Research 
Team is notified. 
 
DAY 2 Development 
After a morning’s discussion about the game design between the Design Lead 
(INFJ), Designer-Programmer (ISTP) and another Designer-Programmer (ENTJ), 
with occasional input from the ENTJ Artist, INTJ Tech Lead and INFJ Team 
Lead, the developers decide on a new approach to the game. A team meeting is 
called. 
 
[23:10] In the team meeting, the ISTP Designer-Programmer explains the revised focus of the 
design. 
 
The ISTP Designer-Programmer explains the designers have spent the 
morning ‘fixing’ the USP because it impacted on the way the car could be driven 
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at high speeds in a maze-like environment. He suggests they set the game in an 
arena and implement four-player ‘capture-the-flag’ gameplay with each player 
using a mini-map to locate the objective and alter the terrain to deter their 
opponents. He tells the team they need to decide whether to go with this design 
or create a new one. 
The INTJ Tech Lead voices his reservations about the map mechanic. 
The ENTJ Designer-Programmer explains the zoom feature is too difficult to 
implement and needs to be replaced with the map. The INFJ Team Lead 
concurs with the Tech Lead and points out that the new design “sounds cool but 
it’s not really inventive” [26:15]. She points out that the zoom feature added 
something new and with the focus on the map, the game did not seem fun 
anymore. More discussion ensues about the map feature replacing the zoom 
feature. 
ISTP Designer-Programmer: “I don’t doubt the fact that it is possible to 
make a fun game with the map mechanic, I don’t. I just think we need to get 
straight right now with the entire team because I want everyone to be positive 
about it, to agree that we are going to save this [map] or are we going to keep 
everything [about the new design] except for the map, or are we going to do 
what I really don’t want to do and start over.” [27:30] 
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[30:55] The Tech Lead suggests they keep the map but make it less detailed, showing only the 
position of pick-ups. 
 
There is more discussion about how the map is represented in game and 
how it impacts on the pace of gameplay. There is one last attempt by the Team 
Lead to remind the team that the design they are discussing has been done 
before and how much the Gamelab supervisors liked the zoom function.  
INFJ Design Lead (off camera): “Our game is funner. I like it more…” 
[32:16] The team discusses the road conditions, the pick-ups and the 
complexity of implementation.  
The ISTP Designer-Programmer posits: “The question is, what is our USP 
now?” He suggests the map can be the USP if it starts out blank and the player 
controls what appears in it by triggering pick-ups that reveal the location the 
player is in. The Tech Lead jokes: “This could be good. I’ve never seen a racing 
game that there is hardly a map.” [35:00] 
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After aiming for several levels, then agreeing to the ENTJ Designer-
Programmer’s suggestion of making one level and playing it first, the team 
members speculate on how they are going to pitch the new game idea to the 
Gamelab supervisors. The ISTP Designer-Programmer suggests they pitch it as 
an RTS racer that uses Fog of War105. At this point the INTJ Observer 
comments: “What else is there, because that’s not a lot to go on.” [44:23] After 
they further explain the map function, the Observer questions why they do not 
do it in game, then comments: “You’re kinda ditching the Mongol Rally theme 
there.” [45:35]  
More discussion ensues around the pick-ups and captured flag scenarios 
combined with the Fog of War concept. The meeting ends. The three designers 
return to their workstations to work on the new game design premise via a 
lively debate. 
                                       
 
105 A Real-Time Strategy game that uses the situational uncertainty of warfare. 
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[1:01:22] “I found a flaw!” exclaims the ENTJ Designer-Programmer after discussion about 
game-balancing risks. The game’s core idea is called into question.  
 
The ENTJ Designer-Programmer rallies the designers to make the ‘Capture the 
Flag’ gameplay work and considerable discussion ensues. Eventually they find a 
solution but it affects the new USP. The ENTJ dashes off to inform the Team 
Lead of the new development while the ISTP Designer-Programmer and INFJ 
Design Lead congratulate each other. 
The ENFJ Concept Researcher and Design Supervisor arrives to check in 
with the team. They ask to pitch a revised game idea to the Gamelab 
Supervisors. She suggests they set up a time with the other supervisors and 
reminds them she cannot influence their game ideas. The Observer returns from 
his break and the students explain their issues and their revised game idea to 
the Design Supervisor. 
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Design Supervisor: “So it is an open-world, exploration, capture the flag game 
that is multiplayer.” [1:14:00] She points out how different it is from their game 
idea last week and asks why they are not continuing with the original game 
design. They respond that they think they have something better. 
 
[1:14:52] The Team Lead (INFJ) and Designer-Programmer (ENTJ) pitch their new game idea to 
the Design Supervisor. 
 
The Design Supervisor asks about the camera view and the Programming Lead 
(INTJ) shows it to her in the tech demo he is working on. After observing the 
tech demo being played, she observes that the flag capturing objective is not 
present. She suggests it show the player searching for something to capture. In 
response to further queries from the Design Supervisor, the developers confirm 
that the tech demo only works with single-player but multi-play will be 
implemented as soon as possible. She asks why they do not attempt to make it 
fun in single-play. The ENTJ Designer-Programmer says it is only challenging in 
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multi-play and explains the purpose of the map. They defend their choice to 
abandon the zoom feature because it did not seem fun. At this point the ISTP 
Designer-Programmer interjects: “It [the zoom mechanic] did not serve a real 
purpose.” 
The Design Supervisor compliments them on the tech demo and urges 
them to explore gameplay options in single-player mode. The Observer refers to 
the game Crazy Taxi (1999). As the team starts to discuss more design options, 
the design supervisor excuses herself and recommends they continue to bounce 
ideas off the Observer in his role of Creative Director. She reminds them that 
the Concept Pitch Presentation is next week [day 3] and that the current design 
is very different to the original idea, so they need to show the new gameplay 
objective and make sure it is in scope. 
The developers continue to debate the representation and function of the 
mini-map, terrain and level requirements and gameplay balancing risks 
associated with flag capture scenarios. Eventually the Tech Lead interrupts the 
debate to point out that the Team Lead needs a list of everything that needs to 
be programmed. He asks if a turbo boost mechanic will be used. The ISTP 
Designer-Programmer responds: “We are still busy with the fucking design. We 
need to finish the design first.” [1:49:14] The Tech Lead nods and finishes the 
programming list. 
The ISTP Designer-Programmer turns to the designers and says the 
gameplay is too simple and suggests ways to make it more challenging. The 
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ENTJ Designer-Programmer voices his concern about over-complicating the 
gameplay and the Design Lead suggests they review what they have in the 
design document so far. He recommends they allow the gameworld to be more 
open and the ISTP Designer-Programmer objects.  
 
[2:18:47] The ISTP Designer-Programmer and ENTJ Designer-Programmer debate design issues 
while the other developers listen in and make occasional suggestions. 
 
One of the developers who declined to participate in the research study 
suggests co-operative teamplay and the ISTP Designer-Programmer becomes 
enthusiastic about the variety this 2-player vs 2-player gameplay offers. The 
Tech Lead asks what happens if there are only three players present. 
ISTP Designer-Programmer: “Then you’re fucked.” [2:06:50] 
Tech Lead: “So why would you do this?” [2:06:53] 
ISTP Designer-Programmer: “If you do not have three friends, then I do 
not need you as a target audience.” [2:06:55] 
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The ISTP Designer-Programmer argues the co-op play plus the Fog of 
War make a strong USP. The Design Lead concurs: co-op makes the multi-play 
“as fresh as peppermint”. [2:08:55] The Team Lead suggests they include both 
single-player and multi-player options. The ISTP Designer-Programmer opposes 
this idea but the ENTJ Designer-Programmer says he could make it work. They 
discuss possible gameplay scenarios. 
ISTP Designer-Programmer: “We actually have good ideas, we just can’t 
seem to make a game out of it.” [2:12:23] The Team Lead points out that the 
current idea does not have a USP and they need something better. The ISTP 
Designer-Programmer, the INTJ Tech Lead and the ENTJ Designer-Programmer 
debate the Fog of War and whether or not it is crucial to the core gameplay. 
The discussion ends without resolution. 
Shortly afterwards, the Leads find the Tech and Art Supervisors and pitch 
the new game idea (unfilmed). The Leads return to the work area and call a 
team meeting. The supervisors rejected the new game idea. They tell the team 
the game is going to include the zoom mechanic as the USP as per their original 
idea and that it will not be ‘capture the flag’ gameplay but a rally game. INFP 
Design Lead: “The four of us [Leads] are going to have to go back in there [the 
meeting room] and come up with a concept.” [2:23:55]  
INFJ Art Lead: “You guys, we just hope that you agree with us.” 
[2:24:40] 
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INFJ Design Lead: “Being negative now is not going to help us so we just 
need to stick our heads together and think about things.” [2:24:45] 
INTJ Tech Lead: “Too many people working on the concept meant no 
decisions were being made.” [2:25:10] The ISTP and ENTJ Designer-
Programmers voice their acceptance and the Leads walk away. 
ISTP Designer-Programmer: “I kind of agree with what they are saying. 
We did have too many conflicting opinions. That’s totally true.” [2:27:05] The 
developers speculate about how the Leads should have stepped in earlier and 
been more decisive. 
 
[2:35:13] During the Leads meeting to define the game concept, the Tech Lead (INTJ) takes the 
notes outlining the key features of the game concept design.  
 
The Observer moves the camera to the Leads’ meeting room and asks 
them about the outcome of the pitch to the supervisors. 
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Tech Lead: “They [the supervisors] said we zoom in, we go faster, so 
that’s what we do.” [2:29:15]  
Design Lead: “You go slow to see a big part of the map [level].” 
[2:29:35] 
The Observer reminds them that that is what they pitched [day 1] and 
the Leads nod in agreement. He adds: “If your core mechanics are fun, they’ll 
like it.” [2:30:58] He reminds them they are building a prototype and a one-time 
play level is okay. They just need to prototype one level really well to show the 
game concept is fun to play. They can add to it later in another Gamelab or 
outside of Gamelab if the core gameplay is solid. 
The Leads briefly discuss and agree the game will be a racer with 
branching roads and a single-player time-trial. They can always add multi-player 
afterwards. They add detours, dead-ends and pick-ups to a car that breaks 
down. 
The Observer advises the team that they need to remove doubt in the 
supervisor’s minds about the concept: “You guys are already a solid team 
because you have this team spirit thing with each other which is great, but you 
need to make it [the game] shine. What you need to do is show [in the Concept 
Presentation] that it [the game] is awesome.” [2:35:25] 
The Tech Lead sums up the game as a survival racer. He likes it: “It is 
pretty much the same as we had last week [day 1].” [2:40:10] 
Team Lead: “But better.” [2:40:10] 
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Design Lead: “Without a maze.”106 [2:40:17] 
The Tech Lead re-iterates the core gameplay one last time to “set it in 
stone” [2:40:37]: This [car] breaks down, becomes slower, zoom out, easier to 
see, repair pick-ups.” [2:40:35] The Observer points out they have just 
described their gameplay in ten words.107 
The Leads return to the team to explain the core game idea. 
 
[2:41:56] ENTJ Designer-Programmer celebrates the Lead’s design decision: “Yay! The first 
idea!”  
 
 
 
                                       
 
106 The Design Lead refers to his original desire to make it an open-world game rather than a funneled maze. 
107 The Observer refers to a concept exercise where I ask developers to describe their game in 25 words or less. 
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DAY 3 Concept Pitch Presentation  
The ISTP Designer-Programmer recommends ‘Detour Drive’ for the game name 
and no one objects. He and the Tech Lead discuss the size and height variation 
of the level in the tech demo. It is too flat but will do. They have one and a half 
hours before the Concept Pitch Presentation.  
The INFJ Design Lead invites the ISTP Designer-Programmer over to his 
laptop to look at the design document [off-camera]. They discuss scripted 
events such as rocks falling on the road and the ISTP speculates it will be hard 
to implement. The Team Lead [off-camera] insists the car break-down should 
occur as a result of distance and terrain, not time, else the car will degrade 
standing still. The ISTP Designer-Programmer says they will have to re-examine 
car depletion and how it is represented. He posits a car breaking down will 
annoy the player and force ‘him’ to do side quests to pick up repairs. He 
suggests using interactivity between multiple players. The Team Lead and 
Design Lead immediately remind him it is a single player game. The ISTP 
Designer-Programmer asks them to hear him out and outlines his idea about 
pick-ups having different values depending on the car’s health state and the 
opportunity to trade these pick-ups with other players. He argues it is a simple 
feature to implement.  
The Team Lead is undeterred. She says it is better to stick with core 
gameplay first, then add to the foundation: “We have this basic idea running 
really well. If we can get this working, we can always add something.” [22:16]  
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The ISTP Designer-Programmer responds that he is “very very concerned about 
the fun in the game”. [22:35] The Team and Design Leads agree to document 
his idea but not implement it yet. The ISTP reconciles himself: “We just need to 
get past the green light [today] and then we can change all this shit.” [26:07] 
The game concept and technical demo are presented in the afternoon. 
After a brief introduction by the Team Lead summarizing the game, the Tech 
Lead takes the audience through some example gameplay on screen. 
 
[42:16] The Tech Supervisor (INFP) asks what the USP is. The Team Lead and Tech Lead point 
both to the supervisors and the screen to indicate they implemented the supervisors’ preferred 
zoom feature in the mini-map. 
 
Team Lead: “Our USP is when you drive fast you try to get a good time, but you 
don’t know where you’re going until you slow down and the map zooms out. 
Then you see where you’re driving. You see the pick-ups that you need for your 
health and go find them.” [37:45] 
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The Tech Lead demonstrates looking for pick-ups and slowing down to 
broaden the scope of the mini-map in the bottom left-hand corner. The Design 
Supervisor questions the need for the mini-map and asks if the in-game camera 
will be adjusted to reflect the zoom feature. The Tech Lead says no. 
Art Supervisor: “I don’t understand why you need a mini-map. Why don’t 
you do that [camera zoom] in game?” [40:23] Both supervisors express doubt 
about the need for the mini-map. The Tech Lead says they only just got the 
mini-map working an hour before the presentation and it needed adjusting to 
demonstrate its value to gameplay. He says the development team had not 
discussed putting the zoom feature in game but could try it. 
The Tech Supervisors asks the Tech Lead to clarify what does happen in-
game and the Tech Lead responds that the player drives laps to pick up 
randomly spawned power-ups. The Tech Supervisor comments that ‘laps’ do not 
make sense with the [Mongol Rally] license and queries the USP. The Tech 
Lead: “It’s when the view [in the mini-map] slides back.” [42:15] 
The Team Lead takes the microphone and tells the audience of student 
developers and supervisors that the car breaks down over mileage and the 
player needs the pick-ups to restore the car’s health. The player explores the 
branching roads to find the power-ups. The Tech Supervisor accepts this 
explanation and asks if the power-ups will change the look of the car. The Team 
Lead responds that other than achieving stickers for the car, the power-ups do 
not affect the car’s appearance or performance. The Tech Supervisor suggests 
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visual enhancements that improve the car’s performance – bigger wheels for 
example – would be an interesting mechanic. 
The Art Supervisor says he is unconvinced by the gameplay: “Every 
single racing game I have been a [Gamelab] supervisor of has either been no 
fun or they did not finish it…I hope you guys will pull it off but I don’t see the 
added value in your mini-map. I think you had a great mechanic [on day 1] of 
zooming in and zooming out of the camera in game…You could come up with 
something cooler, gameplay-wise.” [47:10] 
The Tech Supervisor informs the team that although it is not unanimous, 
the game concept is green-lit and congratulates them.108 
 
DAY 4 Development 
Today, neither the Design Lead (INFJ) nor Tech Lead (INTJ) are present. The 
other team members meet to discuss the supervisors’ desire to see the zoom 
mechanic in game instead of in the mini-map. After the ISTP suggests they use 
motion blur instead of the mini-map to imply speed and occlude the peripheral 
view of the player, the Observer introduces the concept of rubber-banding to 
the team and explains it is a common mechanic in racing games. The ENTJ 
Designer-Programmer reminds the team that the supervisors want the camera 
                                       
 
108 Only half the Gamelab concepts were green-lit that day. 
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to pull out to cloud view in-game. He asks how the mini-map would work with 
this feature.  
[4:17] ENTJ Designer-Programmer explains the supervisors’ preference to zoom out the camera 
in-game.  
 
The ISTP Designer-Programmer responds that he missed the in-game ‘cloud 
vision’ aspect of the supervisor’s feedback but admits it would be a USP. 
The developers discuss the environment, how it should look and what happens 
to the car when it goes off-road. The meeting wraps up. 
The ISTP and ENTJ Designer-Programmers continue the discussion about 
the branching roads and how to design them with upgrade pick-ups. The INTJ 
Observer acting in the role of Creative Director highlights a problem with the 
team’s approach to level design and mapping the road routes. He suggests they 
estimate the duration of desired gameplay by testing the time it takes to 
traverse certain routes, then build the level. 
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[27:49] The ENTJ Artist and ISTP Designer-Programmer test the roads in the current build for 
driving time durations. 
 
Later in the day, the team meets with the ENFJ Concept Researcher who 
explains the research objectives and conducts two exercises: the Game Vision 
test and the Fear-Fun discussion. During the game vision exercise, each team 
member sums up the game in 25 words or less. The ENTJ Artist goes last and 
sums up the game best in the opinion of his team mates: “A racing game where 
you need to set the best time by choosing the correct path to take based on 
your skill level and the state of your car.” [37:16]  
The Fear-Fun exercise reveals each of the team members has unique 
opinions about what they like most and least about the game’s development. 
• ENTJ Artist: Fun – environment paths; Fear – game not fun enough 
• INTJ Artist: Fun – cartoony art style; Fear – supervisors won’t like the 
game 
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• INFP Programmer: Fun- working as an IGD team; Fear – not everyone 
sticks to their job because they are IGD multi-taskers 
• ENTJ Designer-Programmer: Fun – first time programming racing 
mechanics; Fear – unsuccessful pitching ideas 
• INFJ Team Lead: Fear – cannot guide everyone to keep them on track; 
Fun – “I like that we are not doing a platformer [like most of the other 
teams], that we have the courage to make a racer.” [43:49] 
• INFJ Art Lead: Fun – being in the communication loop with what is going 
on and what people are doing; Fear – designing a special racing game 
that is not boring to play 
• ISFJ Artist: Fear – skill level not good enough to make 3D models; Fun – 
improving modelling skills 
• ISTP Designer-Programmer: Fun – “I get immense joy about thinking of 
concepts and bringing them into the real world.” [45:43]; Fear – not 
good enough at programming. 
The Concept Researcher observes that although they seemed aligned in 
their game descriptions, no one mentioned the camera zoom USP in their 
visions. She adds that no one was excited by the USP in the Fear-Fun exercise 
either. The ISTP Designer-Programmers confirms that it has been difficult to 
find the fun in the USP. She adopts the role of Gamelab Design Supervisor and 
re-iterates why the zoom feature excited the supervisors on day one and that it 
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was key to the team’s idea being green-lit so quickly. The ISTP Designer-
Programmer expresses his concern that the feature will annoy players. 
The Design Supervisor selects a giant rubber-band from the props on the 
table and explains the rubber-banding mechanic is a common visual effect in 
racing games. She urges them to find the fun in the rubber-band (zoom) 
mechanic and make it core to the gameplay in their concept. 
 
[52:09] ENFJ Design Supervisor: “Rubber-banding can be really fun and you guys gotta figure 
out where it’s fun.”  
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[1:02:00] Team B’s developers discuss the zoom mechanic and play with the balloon props.  
 
The ENTJ Artist and ENTJ Designer-Programmer discuss ways to integrate 
rubber-banding into gameplay. The ISTP Designer-Programmer voices his 
concern that it would change the game design too much. The INFP Programmer 
joins the conversation109 and suggests a one-off nitro boost as a way of using 
rubber-banding. The ENTJ Designer-Programmer builds on this and suggests 
nitro could be a pick-up in the game. The ENTJ Artist speculates how multiple 
nitro pick-ups used at once would create explosive gameplay. The ISTP 
Designer-Programmer voices his reservations again. The ENTJ Artist jokes they 
                                       
 
109 This is the first time the INFP Programmer has contributed a design idea. He later surveyed as the only Daredevil 
(racing enthusiast) on the team. 
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will end up having three modes of play to please everyone, a “gameplay 
compilation” [1:02:10].110 
 
DAY 5 Development 
The ISTP Designer-Programmer starts the day talking to the INTJ Observer and 
is enthusiastic that he and his team may be the first in a Gamelab to make a 
racing game that is fun [9:48]. The team reviews the special effects in Burnout 
(2001) on the INFP Programmer’s laptop [2:36]. 
Shortly afterwards, the Tech Supervisor visits the team and observes the 
driving mechanics on the INFP Programmer’s build. He asks for clarification 
about the camera view, which is answered by another one of the developers. At 
this point he realises out of the four developers doing programming tasks, each 
are working on a different feature and no one appears to be integrating the 
work [19:00]. He urges the Tech Lead to take responsibility for integration and 
do it as soon as possible, then leaves. 
                                       
 
110 Ironically, Team B did implement three different modes of play in the final game, one of which incorporated the nitro-
style boost. 
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[17:51] Tech Supervisor (INFP) checks the driving mechanics on the INFP Programmer’s laptop. 
 
Later, the INFJ Design Lead suggests adding a time distortion mechanic 
(similar to Burnout) and the INFJ Team Lead responds that it is a good idea just 
like all the other suggestions. The ISFJ Artists celebrates her contribution to the 
game concept, car stickers, waves her arms and exclaims “Victory dance!” 
[25:00] 
 
DAY 6 Development 
This is the day of the Eureka moment – when the team integrates and 
implements features that prove the gameplay is fun, including the controversial 
zoom out feature. 
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The INTJ Observer discusses the game’s feature progress with ISTP 
Designer-Programmer and INTJ Tech Lead and the aims for Alpha delivery 
[03:33]. 
 
[10:57] Team B’s programming development team in action. 
 
 
[26:48] The INTJ Tech Lead tests the zoom mechanic for the first time and the INFP 
Programmer is impressed with the result. 
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The ‘eureka moment’ occurs. The Tech Lead announces he has the zoom 
feature (USP) working in game. INFP Programmer: “That [zoom mechanic] is 
exactly what we had the first time, right?”111 That’s what started all this. 
Fucking awesome.” [26:48] 
INTJ Tech Lead: “OK great, it’s suddenly a game.” [27:00] The Team 
Lead and some of the other developers exclaim, clap and celebrate. The ISTP 
Designer-Programmer, after acknowledging the zoom mechanic works, quietly 
contemplates his laptop screen. The Tech Lead continues to play around with 
the zoom mechanic. 
Tech Lead: “I like it. You can see really good where you want to go.” 
[27:06]  
Tech Lead: “No jokes… Seriously. I really don’t think we need the mini-
map anymore.” [27:16] 
The ISTP Designer-Programmer does not look up from his workstation to 
share in the team’s celebration. The Tech Lead knows the mini-map has been 
an important feature for the ISTP Designer-Programmer and apologises for his 
belief that the new feature renders the mini-map obsolete. 
The ISTP Designer-Programmer finally looks up. “I hate all of you.” 
[27:22] He smiles. 
                                       
 
111 The developer refers to their elevator pitch on day 1 of development. 
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Team Lead: “You’re entitled.” [27:26] 
ISTP Designer-Programmer: “Oh well, you live and you learn.” [27:30] 
 
[27:33] The ENTJ Designer-Programmer offers his disappointed colleague some cookies as 
compensation for the mini-map feature being obsolete as a result of the zoom feature being 
successfully implemented in game. 
 
The two Designer-Programmers and Tech Lead continue discussion about 
the mini-map. If it stays in, it will need to rotate. The ISTP developer doesn’t 
not want to start work on the mini-map’s rotation if it is not needed. The Tech 
Lead contemplates this and suggests they should try it. The ENTJ Designer-
Programmer comments on the Tech Lead’s obvious enjoyment of the zoom 
feature. The conversation switches briefly to scripting advice about the power-
ups, then the Tech Lead resumes testing the zoom feature and adjusting its 
values. 
Tech Lead: “You know, this is actually quite fun.” [40:13] Soon after, he 
leaves his work station.  
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DAY 7 – Alpha delivery 
Today, the Tech Lead is conspicuously absent. It is the morning of Alpha 
delivery. The INFP Programmer and two Designer-Programmers playtest the 
latest game build. The INTJ Observer checks the game over the ISTP Designer-
Programmer’s shoulder. The Designer-Programmer tells him he has been 
playing the game since the previous night and has been enjoying it because 
now he can see where he is going. The Observer adopts the role of Creative 
Director and they discuss implementation of a timer. The ISTP points out that 
they need to find a way of communicating to the player that their car health is 
draining and the player needs to find a pick-up. 
 
[6:42] The Design Lead (INFJ), Art Lead (INFJ) and Team Lead (INFJ) look at the current build 
over the shoulder of the INFP Programmer. 
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The Team Lead checks with ISTP Designer-Programmer about his opinion 
on the playability of the build. He says it needs about another three hours of 
work but that it is currently still fun to play. Over the course of the next few 
hours, the team find various bugs and consult each other on how to fix them. 
They verbally note some issues that cannot be fixed in time for the Alpha 
presentation, for example driving on the more vertical parts of the terrain. 
 
[37:26] Texture errors are found and the INTJ Artist is consulted. 
 
The Alpha presentation starts by showing the zoom-in feature (USP). The 
ISTP Designer-Programmer plays the game for the audience of student 
developers and supervisors. He demonstrates the branching route choices, then 
zooms out to show the route possibilities. 
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Photo Left: [42:48] Camera zooms in from birds-eye view to the racing car. 
Photo Right: [42:48] Camera continues to drop to ‘back and behind’ car view. 
 
  
Photo Left: [42:59] Team Lead: “Well this is our rally game.”  
Photo Right: [43:19] Team Lead: “This is our zooming. When you stop, you can see where you 
are.” Tech Supervisor (INFP): “Where are you?” Team Lead points out on the map: “Yeah, it’s 
really small.” Art Supervisor (ENFJ): “In that case, you may want to have a circle around it [the 
car].” 
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The Tech Supervisor questions the need for the mini-map: “You’ve found 
a solution that doesn’t need a mini-map…get rid of the mini-map.” [43:43] 
Art Supervisor: “That [mini-map] has been an issue since week [day] 3, right?” 
[43:49] The Team Lead concurs. ENFJ Design Supervisor: “We want it [the 
mini-map] gone.” [43:53] 
 
  
Photo Left: [44:01] Gameplay moves off-road after the Tech Supervisor asks what happens 
when you go up a hill. 
Photo Right: [44:09] Oohs and aahs from the supervisors, as camera issues appear when car 
goes up and down vertical hills. 
 
 
The Tech supervisor comments: “The camera in this game is always going to be 
a bit of a challenge.” [45:02] He offers tuning advice and says they are making 
progress. 
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Photo Left: [44:14] The player’s car continues racing up and down hills, at times tumbling which 
makes the camera act strangely.  
 
Photo Right: [45:53] Car drives along narrow ridge-top while the objective of the game is 
discussed between the development team and the supervisors. 
 
 
Photo Left: [46:34] The health bar empties on the car and it stops which shows the fail state.  
 
The Design Supervisor asks for confirmation that the health bar acts a 
timer and is told yes it does. The Tech Supervisor suggests the team also 
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implement an overall timer so the player knows how well they perform. The 
game restarts again with the car at full health which starts depleting quickly 
over bumpy terrain. The Tech Supervisor verbally notes the effect of the terrain 
on car health and the strategy required to play the game. The Design 
Supervisor asks the player to get to the end of the level to show a win state. 
  
Photo Left: [47:04] The player returns to the road and gains a power pick-up to restore more 
health to the car. 
Photo Right: [52:32] The player car approaches the finish line and the demonstration concludes. 
 
The supervisors follow with a multitude of questions and comments, such 
as if crashing will affect car health and the implementation of scripted events 
like rockslides. The Tech Supervisor compliments the team on the lighting and 
the Art Supervisor compliments the field of view. The Art Supervisor adds that 
they need to work on pick-up placement and making the level more challenging 
for the player. After the ISTP Designer-Programmer demonstrating the game 
brings up the need for the mini-map, the supervisors say again that it is not 
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needed and suggest the zoom out value needs tweaking to reveal less of the 
environment. The Tech and Design Supervisors suggest the environment be 
made to ‘come alive’ in some way, birds flying or clouds moving, etc. The Tech 
Supervisor concludes: “Overall, I think it’s actually really good.” [53:22] The 
supervisors announce the Alpha is green-lit and the audience claps in 
celebration. 
END OF VIDEO OBSERVATION 
Postcript: Team B continued to iterate on the core gameplay. The developers 
implemented three modes of single-play in the open-world level, ranging from 
the strategic goal-oriented one demonstrated in the Alpha to ‘Trippy’ mode 
which focused solely on the fun of the zoom mechanic combined with the visual 
distortion (suggested Day 5). Team B was one of only two teams to successfully 
present a Beta on time. The game was nominated for a Design and Production 
award at the end of the academic year. Only two of Team B’s developers 
attended the award ceremony: the INFJ Team Lead and the ISTP Designer-
Programmer. 
Gamelab developer individual interviews 
I promised the students under observation the video footage would not be used 
against them or influence how they were graded. Therefore, I did not review 
the video footage until after the final games were submitted and graded by the 
Gamelab supervisors. However, post-Alpha the developers were asked to 
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complete the personality survey which identified their Myers-Briggs personality 
type, Brainhex play-style type, gender, team role and three games they had 
most enjoyed playing in the past year. The survey data assisted the Concept 
Research team to prepare the individual interviews with the developers. 
The Research Assistant scanned the video footage of both development 
teams and identified three people in each team whom we believed to influence 
the concept in the first few days of development. He and I interviewed the 
developers who, in turn, identified three more team-mates who they believed 
dominated the game’s concept development. We interviewed the second group 
of developers one week later.  
The Concept Research Team asked all the interviewed Gamelab developers 
the same questions in the following order: 
1. How did the team form? 
2. How were roles/positions appointed? 
3. Who were the dominant personalities? 
4. Were there any conflicts? 
5. How were these resolved? 
6. What went well? 
7. What did not go well? 
8. Does your MBTI profile fit your self-perception? 
9. Does your Brainhex profile fit your self-perception? 
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10. Which elements of [favourite] game do you enjoy most? 
11. How would you describe your rally game? 
12. How does it fit into the racing genre? 
 
TEAM A ‘Passage to Mongolia’ 
Developer A-1  
Study Variation: Design & Production 
Gender: Male 
MBTI: INTJ 
Brainhex: Daredevil-Conqueror 
Likes: GTA5  
Developer A-1 whose role was team lead in Passage to Mongolia thought 
the INTJ profile “sounds about right” and could relate strongly to the Daredevil 
player profile. He enjoyed playing Grand Theft Auto 5 (2013) with two to three 
friends “driving around and doing stupid stuff [such as] going really fast, 
jumping out of the car, and see how far we could bounce”. A-1’s Daredevil play-
style coincides most closely with the type of player who likes racing games. His 
example of enjoyable gameplay from GTA5 would have been relevant and 
entertaining in a game that addressed the Mongol Rally theme. Nevertheless, 
none of the driving antics A-1 enjoyed appeared in Team A’s game. A-1 
described Passage to Mongolia as “getting from A to B while trying to manage 
resources”. He acknowledged it was not a typical racer because of its top-down 
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view and click-and-go travelling. At no stage is the player driving a vehicle. The 
player selects a series of paths to reach Mongolia. 
A-1’s account has the team forming on day one with three unassigned 
designers who found each other. They asked a programmer with whom they 
were acquainted to join them. Then they found a few artists who were already 
sticking together as a group. The last member was an un-assigned programmer. 
As A-1 had not been a lead before, he opted for the team lead role and one of 
the other designers (A-2), also an INTJ, chose the design lead role for the same 
reason. A-1 said the artists kept to themselves and made their own decision 
about who would be art lead: A-3, an ENTJ.  
Developer A-1 remembered there was trouble between the third 
designer, an INFP (A-4) and one of the artists, and ESTJ (A-5), on day one 
when there was no video-filming. According to A-1’s recollection, A-4 voiced an 
opinion about poor communication being an issue in his previous Gamelab and 
A-5 laughed. A-4 appeared offended. These two developers are completely 
opposite in terms of MBTI profile which could account for the initial friction. The 
discord reached a crescendo half-way to Alpha when I met with the team to 
check on how they were doing. A-4 and A-5 fought until A-1 and A-3 
intervened. We discovered the nature of their disagreement in their own 
interviews. 
A-1 said he thought the game was on schedule until day five, two days 
before Alpha. He said his awareness of the game’s lack of completion was not 
R Potanin Hairpins and Cockpits PhD (October 2016) 281 
apparent until this first big milestone loomed. It turned out this ‘schedule’ was 
not documented and existed only in the collective leads’ minds. Alarmed, A-1 
consulted with one of the Gamelab supervisors, an INFP, who advised the team 
to start scrum meetings. A-1 said they started scrum on days six and seven. 
Developer A-2  
Study Variation: Design & Production 
Gender: Male 
MBTI: INTJ 
Brainhex: Socialiser-Seeker 
Likes: Europa Universalis  
Developer A-2 was ambivalent about his INTJ profile. “Expectations of 
others” did not fit well with him. He was even more ambivalent about his 
Brainhex profile and felt it, nor any of player archetypes, represented his likes 
and dislikes in play-style. For example, his love of the game Europa Universalis 
(2001) related to the feeling of power one gets in managing a big country and 
“doing what you want with it”. A-2 appeared most influential in making Passage 
to Mongolia a management resource game not unlike the premise of Europa 
Universalis: “We made it [Passage to Mongolia] funny to attract a casual 
audience which is normally not present [in this type of game].” He 
acknowledged it was a poor fit in the racing genre. 
Developer A-2 had enjoyed working with one of the other designers who 
had been his design lead in the previous Gamelab, A-5, and wanted to work 
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with him again. After finding the group of artists, they then went in search of 
students who “looked like programmers”. When asked what a programmer 
looked like, A-2 responded with “like designers, but with messy hair”. They did 
not “run into any” students from the Indie Game Development, nor did they 
search for them as they did the artists and programmers.  
Three of the artists were “out there and not shy”, according to A-2, who 
said they were not afraid to speak their mind even if other people disagreed. A-
3 and A-4 were among those he believed most dominant in the team. Like A-1, 
developer A-2 vividly remembered the first day with the team when the 
disagreement occurred with A-4, except in A-2’s recollection it occurred during 
the game idea brainstorming session when A-4 suggested an idea for a horror 
game that the group of designers collectively voiced was not unique and had 
been done before.  
A-2 had a different take than A-1 on why Passage to Mongolia lagged 
behind in its concept development. He said the game’s design was not feasible 
within the scope for a Gamelab: “We [A-2 and A-5] designed a game we wanted 
to play, not one made for a target audience112. We realised the scope was too 
big at Alpha.” 
                                       
 
112 Note that developer A-2 was referring to my instruction in a Concept Design and Pitching course which focused on 
conceptual design with a target audience in mind. 
R Potanin Hairpins and Cockpits PhD (October 2016) 283 
Developer A-3 
Study Variation: Visual Arts 
Gender: Male 
MBTI: ENTJ 
Brainhex: Mastermind-Daredevil 
Likes: GTA5 
Developer A-3 agreed with everything about his MBTI and Brainhex 
profiles. As the second Daredevil player in Team A, Developer A-3, with his 
extroversion trait and NTJ profile would have been well suited to making 
Passage to Mongolia the “adrenaline rush” he enjoyed “every now and then” in 
games such as GTA5 (2013) and Hitman (2012). However, he was bored with 
Passage to Mongolia and did not like the game idea: “It’s not a racing game. It’s 
a turn-based game which I never play.” Within a few days of the concepting 
phase his goal narrowed to ensuring the workload for the art team was light 
and achievable in the timeline.  
The team’s coming together felt random to A-3. The art team voted 
amongst themselves who would be lead: “I was the best drawer and the 
oldest.” In addition to A-2 and himself, developer A-3 thought one of the 
programmers, another INTJ and Daredevil (A-6) were dominant in the team 
because “[A-6] talked most and asked questions”. Developer A-3 thought A-1 
was too much of a loner and appeared to lack the ambition to be an effective 
team lead. A-3 felt he himself took the lead in dealing with the confrontation 
between A-4 and A-5 in the third week. 
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Developer A-4 
Study Variation: Visual Arts 
Gender: Male 
MBTI: ESTJ 
Brainhex: Survivor-Achiever 
Likes: Call of Duty 
Developer A-4 admitted to speeding through the Myers-Briggs online 
survey and was surprised that ESTJ appeared to be such a good fit. He related 
less to the survivor aspect of his Brainhex profile and more to the Achiever trait. 
When the Conqueror play-style was explained, he became more comfortable 
about being ‘play-typed’ with Call of Duty (2003): “I only play COD to be better 
than other people, to beat them. If I beat them, I keep playing.” A-4 felt 
Passage to Mongolia lacked enough action to make it fun to play. “I play to 
conquer and achieve113 and was disappointed [with the rally game] from the 
very beginning.” He perceived Passage to Mongolia as a game about planning, 
not a racer: “Racing games are fun because you can beat other people. I don’t 
see the racing aspect in our game.” 
A-4 and his fellow artists on the team were best mates. He felt a bond 
with them because they all liked to keep their private lives separate from their 
                                       
 
113 Developer A-4 appeared unacquainted with Brainhex play-style theory at the beginning of the interview. 
Nevertheless, he quickly adopted the descriptor memes as his own. 
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university life. Having a life outside his work was important to him. The artists 
decided amongst themselves who would be lead. “I would have liked to be lead 
because I like telling people what to do.” A-4 voted for A-3 as the art lead 
because of his maturity, ‘eye’ for beauty and international reputation as an 
artist. He remembered the designers chose their lead as well as the team lead. 
He did not know how the programmers decided on their roles. 
Lack of communication between the departments was the team’s 
greatest challenge in A-4’s mind. The team lead (A-1) “was not really there”. He 
observed everyone appeared to be working but no one was talking to each 
other. A-4 appreciated the effect the new team lead (A-6) had on the team after 
Alpha. “He [A-6] was a bridge between Art, Programming and Design.”  
Communication issues continued to plague the team throughout its early 
concept development. Developer A-4 remembered raising the issue of scope 
during a team meeting with the Gamelab supervisors. One of the designers, a 
male INFP (A-5), laughed and A-4 thought the developer was laughing at his 
comment. A-4 said he felt disrespected. He said that after a heated exchange 
with A-5, he had not talked to him since and wondered if he may have gone too 
far in his initial reaction. 
A-4 was proud of all the art assets he and his fellow artists created “on 
time” and disappointed many of them were not implemented in the game. He 
said they had to guess what art would be needed because they did not have a 
list of what was required from the designers. A-4 said he asked the designers 
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for this information and eventually got it halfway through development on the 
Alpha.  
Developer A-5 
Study Variation: Design & Production 
Gender: Male 
MBTI: INFP 
Brainhex: Achiever-Mastermind 
Likes: Civilisation 
Developer A-5 is the complete opposite to developer A-4 in terms of 
dominant personality traits.  He felt INFP described him well in that he tried to 
understand what people wanted and how they felt. He felt he could sympathise 
and empathise well with people which was why he was bewildered by A-4’s 
aggressive reaction to his “smile of recognition” after A-4’s comment in a 
meeting during the game’s concept development. A-5 could not recall what A-4 
had said. 
Developer A-5 enjoyed playing strategy games like Civilisation (1991+) 
and related strongly to his Brainhex profile with the exception of the planning 
aspect: “I plan things. I have a complex mind, but I don’t follow through. I want 
to get everything and go for a goal, then another, and another. I want them all 
and go for it.” A-5 desire to always want more coincided with the rally game’s 
original design: “We had a system with statistics and variables that tested and 
prototyped well, but there were too many formulas. We found out [on day 5 or 
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6] that we did not have time. We had to scrap 80% of the original game in the 
end.” According to A-5, over-scoping was the team’s biggest problem. Ironically, 
A-4 recollected he had brought up this very issue in a team meeting and was 
mocked for it by A-5. 
A-5 acknowledged there were “unclarities in communication” between the 
designers and the rest of the team. He said despite the designers telling the 
artists what to do at the beginning of each day of development, they appeared 
to forget what was needed by the next day of development (which occurred a 
week later). A-5 admitted the game design document he and his fellow 
designers had created was too big and complex and “no one read it”. He 
recalled the designers eventually carved up the game design into smaller 
separate documents and assigned tasks, then approached the artists and 
programmers to ask if anything was still unclear.  
In the interview, A-5 never claimed sole responsibility for the design and 
regarded the concepting phase as a shared initiative amongst the designers. He 
believed Passage to Mongolia fit in the racing genre in the beginning but in the 
end it became only “a race against time”. A-5 was unequivocal about it being a 
resource management strategy game: “We [A-3 and A-5] are both into strategy 
games and Passage is a strategy game. It is more fun to work on a game you 
like yourself.” A-3 and A-5 had such a strong grip on the vision of a game they 
themselves wanted to play, they did not consider how it may have alienated 
team members with alternative play preferences. 
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Developer A-6 
Study Variation: Programming 
Gender: Male 
MBTI: INTJ 
Brainhex: Survivor-Daredevil 
Likes: DayZ 
Developer A-6 would have been one of the team members whose play-
style was not considered in the game’s conceptual development. A fan of the 
survival-shooter DayZ (2013) he would have enjoyed a fast-paced survival 
driving game, but his recollection is that Passage to Mongolia “was never 
intended to be a racing game.” He acknowledged, however, that if they had had 
the time to implement all the original features, including “the 13 different 
statistics”, it may have been more enjoyable to play. 
Like his fellow INTJ team-mate A-2, developer A-6 took issue with the 
MBTI profile description in relation to ‘expectations of others’.  A-6 perceived 
himself as having realistic expectations of others rather than the high 
expectations indicative of his MBTI profile. He was comfortable discussing with 
the designers whether or not a feature was possible or how it could be adapted 
to be made possible. Contrary to the artists, A-6 thought the programming team 
received clear design direction. When art assets did not match the expectations 
he had discussed with the designers, A-6 concluded there was a communication 
problem between the art team and the design team but did not speculate about 
the cause.  
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Developer A-7 
Study Variation: Design & Production 
Gender: Male 
MBTI: ESTJ 
Brainhex: Seeker-Mastermind 
Likes: Faster Than Light (FTL) 
Developer A-7 was a team member whose personality and play-style did 
not affect the game’s early conceptual development. He joined the production 
team after Alpha. However in my interviews with his colleagues, they compared 
A-7’s contribution with A-1’s so regularly I thought it was worthwhile adding A-7 
to the study as a postscript. A-7 was identified by Team A as an example of 
‘good leadership’. He profiled as an ESTJ and thought the personality description 
was “mostly true”, although he was slightly horrified by what he called the 
“dictatorship” aspects of the Myers-Briggs summary description.  
A-7 believed his Brainhex play-style reflected his personality more than 
his actual play-style, saying that he rarely wasted his time on a game with a 
Metacritic score below 70. Nevertheless, he concluded that in every game he 
wants “to know where the borders are, everything that is do-able and what is 
possible” which is Seeker-like. What he enjoyed about the space simulator 
Faster Than Light (2012) was its unpredictability and replayability. He had 
played through it about a dozen times at the time of the interview. A-7 likened 
Passage to Mongolia to Faster Than Light in that both were exploration games. 
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He did not believe Passage could be categorised in the racing genre because 
there was no opponent in the game. 
A-7 noticed communication and motivation was a problem when he 
joined the team after Alpha [day 8]. “No one on the art team seemed motivated 
by the [game] vision.” He noticed the artists rarely talked to the rest of the 
team and the programmers rarely spoke up if there were problems with the 
game. A-7 quickly surmised the game’s design, while good in his opinion, was 
too big to develop in the time they had left: “The problem was planning…You 
need to decide what is core gameplay and what is extra and they did not do 
this.” A-7 estimated 50-75% of the game needed to be “scratched”. After the 
team agreed to this, he said his leadership role was like a “traffic cop”, his days 
filled with going from one department to another determining what each 
member needed, then communicating this need to the other team members. He 
said he kept following up issues as they arose until solutions were found. 
TEAM B ‘Detour Drive’ 
Developer B-1  
Study Variation: Indie Game Development (IGD) 
Gender: Female 
MBTI: INFJ 
Brainhex: Mastermind-Achiever 
Likes: Mario Kart  
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Developer B-1 felt that the organisational aspect of the INFJ did not 
completely reflect her and she had an affinity with the INTJ profile. She strongly 
agreed with her Brainhex profile and justified her enjoyment of Mario Kart 
(1992+) as the only “social game she plays with other people on the couch”. 
Mario Kart is an arcade racer that can be played by 1-4 people. Developer B-1 
felt Detour Drive was an unconventional rally game that would attract social 
players who like Mario Kart. They would want to play Detour Drive “just to have 
fun with it”. Ironically, developer B-1 had difficulty playing Detour Drive: “It’s a 
funny ‘find your way from A to B’ kind of rally game with obstacles. You try not 
to die but I always did. I failed in the game.”  
Developer B-1 knew from the start that she wanted to be a team lead. 
When she was approached by developers B-2 and B-3, she made her joining the 
team conditional on the lead role. She and the IGD recruiting developers had 
shared a similar dissatisfactory experience in the previous Gamelab in that they 
had felt marginalised and under-utilised by developers specialising in the other 
variations. She felt a comradeship with the IGD recruiting developers. 
When asked about her impressions of the most influential people over 
the concept, she felt developer B-3 most influenced the design, a male ENTJ 
most affected art (developer B-4) and an INTJ male (B-5) was critical to 
programming. All were IGD developers. The most intense situation developer B-
1 experienced was when developer B-5 did not turn up on the day of the Alpha 
presentation. B-5 was critical to the game’s programming. B-1 said she tried 
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contacting him 15 times by phone, email and Facebook messaging. When he did 
not respond, she felt in turn angry, confused, and then worried. She was proud 
of the way the team pulled together: “Everyone helped out to fix bugs for the 
Alpha so they would not show at the presentation.”  
Although there was a disparity in visions for the game at the beginning of 
the project, she felt the way the team communicated and voted on decisions 
was their strength. Sometimes she felt under pressure to make the deciding 
vote, but she resisted and made sure her vote held no more or less weight than 
the others. In her opinion the only dynamic that threatened this democracy was 
the territorial nature of developers B-4 and B-5 towards their own work. Their 
exclusivity made it difficult for the other developers to contribute. Ironically, this 
is precisely the same experience the team had strived to escape from when they 
originally formed. Developers B-4 and B-5 disenfranchised their own team 
members in a way similar to how the specialist developers had allegedly 
marginalised the Indie Game Developers in the previous Gamelab. 
 
Developer B-2  
Study Variation: Indie Game Development (IGD) 
Gender: Male 
MBTI: ENTJ 
Brainhex: Conqueror-Socialiser 
Likes: Hotline Miami 
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 Developer B-2 partially identified with the ENTJ profile but did not see 
himself as forcefully presenting his own ideas. He saw himself as someone who 
accommodated other people and related to the ENFJ profile description of 
“finding potential in everyone and acting as a catalyst”. B-2 thought his 
unforceful nature was a problem and equated it with a lack of decisiveness. 
“Being a good happy team was more important to me [than getting my way].”  
B-2 did not strongly identify with his Brainhex player profile but it did intrigue 
him because while he enjoys playing games with friends, he also likes to ‘lose 
himself’ in single-player games. What he liked about Hotline Miami (2012) was 
that it was difficult to master yet offered “a fast-paced and fun challenge of 
killing everyone in a room as fast as possible” before being killed yourself. B-2’s 
approach to Detour Drive was similar. For him, playing the game was a race 
against time, the limited time of the player’s degrading health. Like Hotline 
Miami, Detour Drive was perceived by B-2 as achieving as many points 
[distance] as possible before dying: “You need to get to the finish line while 
your car breaks down. The game is about choosing the optimal path while 
weighing off [a] the damage done to your car by the type of road you take and 
[b] the number of [car] health pick-ups you can find.” 
Developer B-2 remembered joking with developer B-3 about the 
possibility of forming an all IGD team. In their shared experience, it had not 
been done before so the likelihood of being allowed to do it by the Gamelab 
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supervisors seemed unlikely.114 After the supervisors indicated their openness to 
the idea, he and B-3 became more serious and started recruiting a few days 
before Gamelab was due to start. “We wanted to know how we would perform 
[on our own].”  
B-2’s recollection of the dominant personalities in the team correlate with B-1’s 
perception and he named B-3, B-4 and B-5. He added that because B-4 (an 
ENTJ) was territorial about the game art, he often found himself consulting with 
another artist on the team, a female INFJ (developer B-6). She had an overall 
perspective of the art in the game and was more approachable. 
Concept-wise, B-2 said the team went head to head about designing the 
‘fun aspect’ of the game: “We tried to keep everyone happy and when people 
suggested things, we added them. It became messy. We reigned back and 
simplified things after the team leads met with the supervisors and were told to 
focus.” Developer B-2 enjoyed playing with the car physics and control settings 
which he said gave the design-focused team members ideas about making the 
game more fun. “We experimented [with extreme settings] before Alpha.” He 
admitted the ’design frenzy’ was exciting but that he and B-3 may have gone 
                                       
 
114 What they did not know was that ‘all IGD’ teams had been prevalent several years ago in Gamelab. The Gamelab 
supervisors had decided to integrate all the variations as a way of addressing the same issues described by developer 
B-1: marginalization and perceived inadequacy of the IGD students. 
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too far and failed to communicate the extent of their design ambitions to the 
rest of the team. 
Developer B-3  
Study Variation: Indie Game Development (IGD) 
Gender: Male 
MBTI: ISTP  
Brainhex: Conqueror-Mastermind 
Likes: Virtues Last Reward 
 Developer B-3 strongly identified with the ISTP profile description: “I see 
problems and want to solve them. I have a hard time letting go.” He recognised 
a correlation between his play-style and his development-style: “I want to be 
the best at something or I give up. If I can become the best, then I will keep 
trying. If I’m good at [playing/developing] I feel pride in it.” His enjoyment of 
the game Virtues Last Reward (2012) hinged on it being different from other 
post-apocalyptic games and Hollywood movies. B-3 admired the fact that 
[Virtues Last Reward] “was not afraid to go to dark places” in its storyline. He 
described Detour Drive in similar terms: “It expands the racing genre by going 
into unfamiliar territory by relying on navigation as the main mechanic.” He was 
disappointed that players did not appreciate its strategic component: “I expect 
players to use more strategy and think about the [quality of] the roads and they 
don’t. [The players] keep dying. We have to force them to think.” 
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 During Alpha development, B-3 felt demotivated by B-5’s superiority in 
programming: “It’s demotivating to have one person responsible for the game 
and I cannot do extra things for it.” B-3’s self-confessed desire to want to know 
every aspect of the game may stem from his role in recruiting the team. He was 
unequivocal about the part he played in getting the supervisor’s permission to 
form an Indie Game Development team115, and in selecting the team members. 
Moreover he recognised himself as a dominant personality alongside B-4 and B-
5: “We three were the most outspoken and opinionated.” He felt that the three 
of them sparked discussion within the team and that this discussion got out of 
hand during the first few weeks of concept development because: “I listened 
too much to other people [and] would try to change the game to make people 
happy. That’s how we ended up with 12 different ideas about the game.” He 
believed developer B-1 could have managed the concepting phase better by 
taking a more active role in the game’s planning and decision-making instead of 
allowing the game’s constant iterative development to run its course: “We just 
kept making new stuff and putting it in there.” B-3 admitted to having trouble 
“letting go” to see how this development process went and was critical of the 
fact that they started and “aborted” so many features. 
                                       
 
115 In the instance, Indie Game Development (IGD) refers to the ‘combined’ specialisation of the game developer 
students. IGD students learn a combination of programming, design and art. 
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 In contrast to B-1 and B-2, developer B-3 felt that the team’s biggest 
issue was its lack of communication. B-3 felt he and his fellow team members 
did not know what was happening to the project as a whole, the state of its 
feature completion, nor if the game was on track in terms of schedule: “I felt 
lost without this oversight.” This feeling was demoralising as he perceived 
himself to be the vision-holder of the game. That combined with his team-
initiating role made him feel responsible for the game’s outcome. B-3 was 
disappointed with Detour Drive’s result. Like fellow ‘IP’ profiler in the other team 
(A-5), he felt his game did not have enough features to make it the game he 
wanted it to be. 
Developer B-4  
Study Variation: Indie Game Development (IGD) 
Gender: Male 
MBTI: ENTJ  
Brainhex: Conqueror-Seeker 
Likes: Diablo 3 
 Developer B-4 felt his MBTI profile description fit “almost perfectly” and 
admitted to being forceful in presenting his ideas. Early in the concept 
development phase he remembered a suggestion to change his idea for an 
open-world terrain to a funnelled maze. He “firmly disagreed” with the swap and 
thereafter retreated behind his laptop to focus on building the level for Detour 
Drive: “I kept away from design decisions [after that].”  
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 Despite the action RPG game Diablo 3 (2012) being his current favourite, 
he felt connected to all the Brainhex play-style categories and wanted to 
experience all game types (very Seekerish). He remembered that at Alpha it was 
very clear in his head that Detour Drive was a racing game where the player 
had to choose between difficult and easy roads to reach a goal. He was not sure 
what the final product was, as several mechanics he liked disappeared or were 
were devolved. “It’s a survival racer now.” 
 On the first day, B-4 remembered he and the two visual artists decided 
on the look and feel of the game by researching reference pictures and 
choosing a location they all liked: the Nevada Desert. After contributing to a list 
of what was needed in the level and in the heads-up display (HUD), “I parted 
ways with the rest of the team working on the concept”. B-4 planned the 
structure of the level on day 2 and started building it on day 3. 
 B-4 believed he and B-5 (an INTJ) had the most important input in the 
game and that it felt like the rest of the team “was working for us”. B-4 gave an 
example of posting many change logs on the team’s Facebook page and asking 
the others: “How does it look?” He recalled either getting no response or “it 
looks cool”. He said he would have preferred more critical feedback and 
suggestions for improvements yet admitted to never phrasing his question: 
“How can I improve this?” He was conscious of other team members’ 
“disappointment” and “frustration” that he and B-5 took on “such a heavy 
workload”. Like A-3 the ENTJ artist on the other team, B-4 believed his team 
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lead should have taken a stronger decision-making and task-allocation role in 
the team: “A good lead makes decisions and makes sure people abide by them.” 
This was the only leadership quality he identified. It was one very closely 
aligned with his own ENTJ personality profile. 
Developer B-5  
Study Variation: Indie Game Development (IGD) 
Gender: Male 
MBTI: INTJ  
Brainhex: Achiever-Conqueror 
Likes: Rogue Legacy 
 Other than the ability to ‘quickly see patterns’ developer B-5 thought his 
INTJ profile was “spot on”. He strongly related to the Achiever play-style and 
remembered playing a lot of Skyrim and COD: Black Ops before starting IGAD. 
At the time of Detour Drive’s development B-5 confessed to having a nostalgia 
for playing games that reminded him of the first games he played on his Sega 
Master System as a child, hence his enjoyment of the retro-style platformer 
Rogue Legacy (2013). 
 B-5 said the most fun about playing Detour Drive was turning down the 
difficulty factor to low and going off road. “The default settings make you die in 
seconds from damage [if you go off-road].” He said going off road into the open 
world felt like Skyrim: “I make big jumps, time slows down and the screen 
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warps – it reminds me of ‘bullet time’ which is a cool mechanic.116 There are 
only a few places on the map where this happens on purpose.” B-5’s adjustment 
of the settings allowed the slow motion mechanic to occur more often because 
players could perform more jump-stunts on the hilly terrain rather than sticking 
to the roads. One could argue that B-5 was deploying ‘undesirable emergence’ 
in his own game. B-3 set the default to force players to strategically play the 
roads on the map. B-5 deliberately adapted the game to allow him to play the 
level in the way he found most enjoyable. Ironically, several of his team 
members enjoyed this mode of play too, the INFJ team lead and art lead (B-1, 
B-6) for example, not to mention some of the Daredevil players in Team A. 
 B-5’s recollection of the brainstorming sessions about the game’s concept 
involved “everyone screaming ideas for hours, with more jokes than actual 
ideas”. He thought B-3 was the most dominant personality in the beginning and 
acted more like a team lead than the one they had. He recalled B-3 would “step 
in” at team meetings before B-1 had a chance to speak.  
The chaos of development drove B-5 away from the workplace to the 
quiet calm of his home. He had volunteered to be the programming lead on the 
game because he had the most experience but the ongoing questions of the 
                                       
 
116 ‘Bullet-time’ is a mechanic used in shooters such as Call of Duty: Black Ops and the slow motion stunt work is typical 
of Burnout. 
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team members who were also contributing to the game’s technology distracted 
him. He had difficulty concentrating in the crowded noisy conditions of 
Gamelab: “I would see a bug and think ‘where does this come from?’. I would 
start searching, and then a distraction would happen. I would have to start the 
search again from scratch.” He could achieve more progress on the game 
without the distraction of his teammates. It explains his frequent absences from 
the videos but would have perplexed, even disenfranchised, the people on his 
team with E, F and P traits who are more tolerant of the Gamelab environment 
and prefer face-to-face discussion as issues arise. The autonomous yet skill-
critical B-5 required inaccessibility in order to work, whereas his colleagues 
required his accessibility to achieve their own progress. 
Developer B-6  
Study Variation: Visual Arts 
Gender: Female 
MBTI: INFJ  
Brainhex: Seeker-Mastermind 
Likes: Persona 2 
Developer B-2 named B-6 as the one to whom he always went about art 
because she was the most approachable. Officially, she was also the Art Lead. 
Developer B-6 related to parts of her INFJ profile that included empathising with 
people and working towards the ‘greater good’. Like her teammates with FJ 
traits, she did not feel she was organised, nor was she comfortable making 
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decisions. The Seeker-Mastermind sounded extreme to B-6 “but in some cases 
felt true”. She enjoyed RPGs such as Persona 2: Innocent Sin (1999) because 
she could relate to the characters easily and care about them and the story. 
She described Detour Drive as “an endurance rally game where you try to 
make it to the finish on time in an environment trying to kill you” – one of the 
most potent descriptions of the game offered and worthy of a tagline on the 
DVD cover. She managed to finish the game twice after dying many times in the 
beginning. Developer B-6, like B-5, said it was fun to pick “the wrong road and 
face the consequences” by shooting off into the hills. 
Developer B-6 joined Team B when she heard they were looking for 
artists: “They seemed like nice people. It felt right. They were friends and 
appeared driven. It was a good dynamic.” B-6 volunteered to be the art lead 
because she had not done it before. She did not know what made a good leader 
but she felt keeping the team united and on the same page was a good start. B-
6 described B-1 as subdued and shy: “She had trouble presenting the game.” 
Whereas B-3 constantly came up with ideas and people listened. The plethora of 
ideas became a problem. “New ideas changed the game every week and no one 
knew what we were doing”. At one stage B-6 had to argue to keep the rally 
aspect of the game with branching paths to choose from, reflecting the Mongol 
Rally in real life. After finally agreeing on the game vision, B-6 said the team 
focused and started producing work very quickly. 
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Developer B-7  
Study Variation: IGD 
Gender: Male 
MBTI: INFP  
Brainhex: Mastermind-Daredevil 
Likes: DCS World 
Developer B-7 thought his MBTI profile “sounds about right”. As the only 
person on his team who profiled as a Daredevil, I thought he should be 
interviewed despite not being considered a dominant influence in the team. He 
enjoyed flight simulations such as Digital Combat Simulator World (2008) 
because when he sees a helicopter in real life or fighter plane in a movie he can 
try flying it in the game. He said he picked missions at a low difficulty setting in 
order to master the controls and destroy his objective while avoiding death and 
enemy attack.  
B-7 remembered being unhappy about the game deviating away from its 
original rally design as each day past. He said the design became a 
conglomeration of B-3, B-4, and B-5’s ideas and everyone was getting frustrated 
that they could not start making the game. He thought the team lead, B-1, 
should have stepped in earlier to “put her foot down”. B-7 felt it took too long to 
make a finished workable design, but when they did, it was implemented 
quickly. He was surprised the game turned out to be so good. Developer B-7 
was not considered by his colleagues to be a dominant personality. Nevertheless 
his play preferences are reflected in the game: “It’s an arcade racer with pick-
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ups, dangers and a finish line. Not a simulation but I enjoy playing it. It’s fast-
paced and not hard to control the car. It’s about navigating which I like.” By this 
description, one could easily see Detour Drive as DCS World with a dune buggy 
that races through “a big landscape with death waiting.” 
 
Strengths and weakness of the Gamelab study 
Altogether, the Gamelab study involved thirty people, twenty-one of which were 
students who comprised the two Gamelab teams under video observation. 
These junior developers were observed and recorded over six days (weeks) of 
conceptual development up until Alpha stage.117 The developers formed their 
own teams and voluntarily chose the Mongol Rally theme and to participate in 
the research project during Alpha development. The supervisors had less choice 
in that it was their designated role to oversee Gamelab; nevertheless, they 
accepted the conditions of the observation study.  
 The two teams produced their games on different days and had no 
contact with each other during those days. This reduced cross-pollination of the 
two teams with the result that the games were very different as were the 
processes the students used to make them. 
                                       
 
117 Two more students joined the study after Alpha and participated in the survey and interviews. 
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 My involvement as a Gamelab supervisor may have tainted the study. In 
an effort to avoid Rosenthal and Jacobson’s Pygmalion effect observed by 
Holcombe and Thompson118 in their study of software engineering students, I 
chose to make the research assistant both daily observer and design consultant 
to the teams and resisted influencing any design decisions myself.119 I listened 
to the team’s issues and encouraged the students but did not fully engage with 
them as much as the other supervisors did. Nevertheless, team B was conscious 
that I was an assessor and may have steered towards my play preferences. I do 
not think, however, I had any more influence than the other Gamelab 
supervisors. The difference in the game concepts both from teams and 
individuals discussed in the next section attests to the diversity of output. 
Conceptual homogeneity is only reflected in the Mongol Rally theme and setting. 
The rally theme and development timeline were the only constraints.  
 The act of Gamelab supervision itself could be argued as skewing the 
results. Students cater to the preferences of the people who assess them.120 
The supervisor’s role is to mentor and guide the students, and eventually grade 
                                       
 
118 Pygmalion Effect: “Where people under study adjust their behavior to match the expectations of the experimenters” 
M Holcolmbe and C Thompson ’20 Years of Teaching and 7 Years of Research: Research When You Teach’ University 
of Sheffield (http://www.dcs.shef.ac.uk/~wmlh/SEEFM07-holcombe-7-1.pdf:7) 
119 The students were aware of my background in racing game development and my enthusiasm for the genre. 
120 JS Korn, A Syed-Abdullah, AJ Cowling and M Holcombe (2007) ‘A study into the effects of personality type and 
methodology on cohesion in software engineering teams’ Behaviour & Information Technology Vol 26, 99-111. 
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their output. Sometimes they intervene to correct a possible fail situation before 
it occurs, which is what happened with Team A. I would argue that the 
supervisor’s role in Gamelab is equivalent to a senior developer’s actions in an 
independent game studio. All the supervisors are industry veterans and model 
their behaviour and feedback on their industry experience. Having a mix of ages 
and experience in a development team reflects real-life situations in industry. 
 The act of filming the students during production may have affected the 
observation study. Despite my assurances that the video footage would not be 
used for assessment purposes, the students may have tailored their design 
decisions and production approach for a perceived audience that included an 
assessor and internationally respected games designer (the research assistant). 
The recordings themselves did not capture every conversation or nuance of 
behaviour. The camera was usually static and placed in a position to capture 
most, but not all, of the team. It did not follow the developers during breaks, 
but it did capture their meetings.  
The Gamelab facility is an open plan workspace with desks placed in 
groups of four facing inwards. About a hundred people fit into the room the two 
teams were in. The noise levels from nearby teams often drowned out 
conversations of the developers under observation. In retrospect, the study 
would have been better served by placing the participants in a more controlled 
environment, for example a small office with discreet cameras and microphones 
with live links to a separate monitor room manned by the research assistant. 
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These experimental-friendly facilities were not available, and even if they were, 
I would not have removed the developers from the Gamelab environment. As 
with most medium (30+) to large (100+) game studios, several games are 
produced simultaneously. Developers play-test each other’s games and discuss 
issues. In this study, recording integrity was sacrificed for a more realistic game 
development setting. One could argue the research assistant’s consultancy role 
was similar to that of a Creative Director in a game studio, one who advises on 
a number of games, which he did with many of the Gamelab teams. 
Follow-up interviews with various members of each Rally team served to 
offset the ‘noise’ of the video recordings. While the recordings highlighted issues 
encountered during development, the interviews provided more detailed insight 
into the individuals’ creative approach and play preferences. I sought to find 
correlation between who they were as consumers of games and who they were 
as makers of games.  
The Brainhex player survey identifies the Daredevil player type as those 
most likely to enjoy racing games (Nacke, et al: 2014). Daredevil was under-
represented in the teams overall but comprised one-quarter of Gamelab 
students interviewed. Daredevil was also under-represented in the supervisor 
group with only one identified. The predominant play-styles (in primary and 
secondary categories) across both teams (pre- and post-Alpha) were 
Mastermind, Conqueror and Achiever, not usually associated with driving action 
or racing games (except perhaps the GTA series). Mastermind and Achiever 
R Potanin Hairpins and Cockpits PhD (October 2016) 308 
were strongly represented in the supervisor groups too. Brainhex is not an 
academically rigorous test but it did provide another facet to the study, one that 
reflected play preference. Nevertheless, at least a third of participants 
interviewed did not feel a strong affinity for their Brainhex ‘label’ and one 
supervisor was vehement in his disavowal. For the purposes of this study it 
proved less reliable than anticipated as a communication lexicon to describe 
play preference. 
Concept production study findings 
The concept production study revealed a dozen insights into developer 
behaviour and its impact on game concepts.  A summary of these findings is 
described below, followed by discussion on several key points. The finding 
summaries are communicated in a way that roughly equates to three levels 
representing high, medium and low quantities or qualities. 
1. Frequency and depth of team interaction and communication 
Team A: There was minimal interaction between developers of 
different skill-sets (inter-departmental) and moderate levels of 
interaction between developers with similar skill-sets (intra-
departmental). Communication ignited after meetings with Gamelab 
supervisors highlighted issues and when bugs were detected leading 
up to Alpha. 
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Team B: There was a moderate level of interaction between 
developers of different skill-sets during concept development and a 
high level of discussion between developers with similar skill-sets. 
Communication was highly detailed and in-depth throughout. 
2. Use of brainstorming or other methods in idea generation 
Team A: Moderate levels of brainstorming occurred between the 
designers during idea generation and a minimal amount of 
brainstorming occurred with the team. Ideas proposed by non-
designers in the team were not taken into account. A minimum 
amount of competitive game analysis research occurred. No target 
audience analysis research was conducted. 
Team B: A high level of brainstorming occurred between the design-
focussed members of the team and a moderate amount of 
brainstorming occurred with the whole team. A minimal amount of 
brainstorming occurred between the leads in the team. A minimum 
amount of competitive game analysis research occurred. No target 
audience analysis research was conducted. 
3. Game vision alignment or fracturing 
Team A: Game vision was moderately fractured between developers 
with different skill-sets. The vision was held most strongly by the 
designers. 
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Team B: Game vision was strongly aligned between developers with 
different skill-sets, albeit it changed several times during concept 
development. 
4. Most enjoyable and most feared aspect of concept 
development 
Team A: Scope was the most commonly held fear amongst the 
developers, followed by the lack of communication and doubt that the 
game would be fun to play. Modelling and designing the game was 
the most enjoyable aspect of concept development. 
Team B: The fear that the game would not be fun was slightly more 
prevalent than a perceived lack of skill in the team. Making an open-
world racer excited the developers the most. 
5. Physical proximity and positioning of developers in the 
workplace 
Team A: There was a strong coincidence between personality type 
and proximity, with the two Perceiving traits sitting next to each 
other, the Extroversion traits sitting next to each other and the INTJs 
grouping as well. The team also grouped according to skillset. The 
Team Lead positioned himself in the middle of the group. 
Team B: There was a strong coincidence between personality type 
and proximity, with the Feeling-Judging traits grouping together, the 
Perceiving traits sitting next to each other and the NTJ types in close 
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proximity to each other. The Team Lead positioned herself in the 
middle of the group. 
6. Personality heterogeneity or homogeneity in team 
Team A: There was a high level of homogeneity in the personalities 
within the team with a predominance of NTJ types. Extroversion, 
Sensing and Perceiving types were in the minority. The Feeling trait 
was not present in the group. 
Team B: There was a high level of heterogeneity in the team between 
Thinking, Feeling, and Perceiving traits. Introversion and Intuition 
predominated in the group. The Sensing trait was a minority. 
7. Play-style heterogeneity or homogeneity in team 
Team A: There was a high heterogeneity of play-styles represented in 
the team. Roughly equal numbers of Masterminds, Achievers, 
Conquerors and Daredevils were identified as primary or secondary 
play-styles. 
Team B: There was a high heterogeneity of play-styles represented in 
the team. Similar numbers of Masterminds, Achievers, Conquerors 
and Seekers were identified as primary or secondary play-styles. 
8. Play-style correlation with concept design under 
development 
Team A: The resource management game coincided with about one-
quarter of the team’s preferred play-style. Bateman, et al (2011) and 
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Nacke, et al (2014) associated the Mastermind play-style with a 
strategic game. Overall though, there is a low correlation between the 
team’s preferred play-styles and Passage to Mongolia’s gameplay. 
Team B: It is difficult to pinpoint one play-style because the game had 
three modes of play, each of which was designed to appeal to 
different play preferences. The Seeker player type, identified by 
Bateman et al (2011) and Nacke, et al (2014) and representing a little 
under one quarter of the developers’ play preferences, may have 
enjoyed the exploratory aspects of the open-world game. Beating an 
environment destroying the player car may have appealed to the 
Conqueror player type which represented just over one-quarter of the 
most preferred play-styles featured in the team. Taking all three 
modes into account, there is a high correlation between the team’s 
preferred play-styles and Detour Drive’s gameplay. 
9. Play-style correlation with development enjoyment/non-
enjoyment 
Team A: The team reported a low level of enjoyment during the 
concept development process which coincides with a low level of 
appeal to the team’s play-styles. Enjoyment focussed on an 
individual’s practice such as modelling. 
Team B: The team reported a moderate level of enjoyment during the 
concept development process which coincides with a high level of 
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appeal to the team’s play-styles. Enjoyment was divided equally 
between team-oriented and individual pursuits. 
10. Female gender correlation with personality traits 
Team A: No women were present in the team until post-Alpha. She 
was an ESFJ. 
Team B: The three women in the team shared Feeling-Judging traits.  
11. MBTI alignment with developer self-perception 
Team A: Out of the seven developers interviewed, four felt strongly 
that their personality type was a good match and the remainder 
perceived a moderate affiliation. 
Team B: Out the seven developers interviewed, four felt strongly that 
their personality type was a good match and the remainder perceived 
a moderate affiliation.   
12. Brainhex alignment with developer self-perception 
Team A: Out of the seven developers interviewed, four felt strongly 
that their play-style type was a good match, one perceived a 
moderate affiliation and two perceived a weak affiliation with their 
Brainhex label. 
Team B: Out of the seven developers interviewed, five felt strongly 
that their play-style type was a good match, one perceived a 
moderate affiliation and one perceived a weak affiliation with their 
Brainhex label. 
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Personalities and play-styles 
The most surprising result was the homogeneity in personality profiles of the 
supervising senior developers. The Feeling trait accounted for 100% of the 
supervisors participating in the study. Two ENFJs on the same Gamelab day and 
two INFPs featuring on each day is a striking coincidence. Two-thirds of the 
supervisors showed a predominance for Perceiving over Judging. Five out of the 
six supervisors displayed a preference for Intuition over Sensing. The prevalence 
of the N trait was the only shared characteristic with the students.   
Not a single supervisor surveyed as an ‘NTJ’, the dominant game 
development personality in the Gamelab student groups at 37%. Only the 
research assistant was an INTJ. This disparity could explain some of the 
conflicts in Gamelab observed by the researchers during the study. Over 50% of 
team A’s dominant personalities were NTJs. This high percentage may have 
heightened tension within the development group itself. The University of 
Sheffield (2006) reported a similar observation of one of their NTJ-prevalent 
software engineering teams: the students were more sarcastic and verbally 
abusive towards each other which “had a serious detrimental impact on the 
performance of this team” (Karn and Cowling 2006:8). Like their Dutch 
counterpart, the British team put off action, realized problems too late (as a 
team), missed deadlines, delivered incomplete work, and blamed their manager 
for their problems. In both teams under observation in the concept production 
study, a Perceiving person was deemed to be the main cause of disruption, 
much like a cat amongst the Judging pigeons. 
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Despite the fact that Team A had the higher number of Daredevil player 
types – Daredevils enjoy racing games – Team A made a game less like a racer 
than Team B. Team A’s INTJ designer focused inwardly on making Passage to 
Mongolia the slow-paced resource management game he enjoyed instead of the 
fast-paced racing game his counterparts in Team B made. Team B’s lone 
Daredevil assumed responsibility for the driving mechanic. However, the 
strategic ‘resource management’ play-style of the third vision-holder, an ISTP, 
was considered by his colleagues as the most dominating influence over the 
design. Perhaps it was due to the democratic discussion and decision-making of 
Team B (with its majority of F traits) that allowed enough design input from a 
Mastermind-Daredevil to offset that of a Conqueror-Mastermind. Both 
developers shared P traits, a Mastermind play-style preference and sat next to 
each other which may have encouraged the sharing of each other’s ideas.  
If Team A had deployed the same democratic discussion and decision-
making as Team B (or had more F and P traits in its personality mix), the mass 
of its Daredevil play preferences may have had a greater effect on their game’s 
concept development than what it did. The studies conducted by the University 
of Sheffield (2006, 2007) observed that while personality homogeneity 
increased team cohesion and heterogeneity increased disruption, the most 
‘successful’ outcome in terms of performance derived from teams that showed 
more diversity which in turn encouraged debate and discussion (Karn and 
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Cowling, 2006:5).121 The Dutch study would suggest the same, if the criteria for 
a ‘successful product’ combined to mean genre-relevant gameplay delivered on 
time to good standard. Team B, the heterogeneous team, debated and 
discussed their game concept far more often than Team A, the homogeneous 
team. 
Building and Bridging roles 
My observation of the teams at the beginning of Alpha development identified 
role configurations that emerged post-Alpha. The change did not see a demise 
in the dominating forces over conceptual development, rather it saw the rise or 
addition of a team member who acted as a bridge to the rest of the team. This 
appeared to facilitate decision-making, inclusion and communication. 
 For example, Team A comprised skill-based groups, each with their 
dominating ‘Builders’ overseeing the concept during Alpha. The skill-based 
groups formed ‘islands’ of development. Post-Alpha, the team lead role was 
replaced with a ‘Bridger’ who acted as the mediator between the ‘island’ groups.  
Team B pre-Alpha had some team members who self-identified in the art 
and programming specialisations and the remaining team members who 
                                       
 
121 The team that Karn and Cowling identified as “working well in diversity” comprised one INTJ, one ENTJ, one ENFJ, 
one INFP and one INTP (2006:5). 
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perceived themselves acting in the ‘Indie’ spirit and displayed enthusiasm for 
two or more departments, including design.  
 
 
Team Photos: Unasked, the emerging Bridgers in each team positioned themselves in the 
centre of their team photos. 
 
R Potanin Hairpins and Cockpits PhD (October 2016) 318 
 
 
 
    
   
Art Lead Design Lead 
Team
 Lead 
Builder Builder 
Programming Lead 
Builder 
Programmer Artists Designer 
Figure 18: Team A Alpha Configuration 
Art Lead 
Artists 
Figure 19: Team A Post-Alpha Configuration 
Builder 
Bridger 
Design Lead 
Designers 
Team Lead 
Programming Lead 
Builder Builder 
Programmer 
Figure 21: Team B Post-Alpha Configuration 
Programmer 
Team Lead 
Builder 
Builder 
Bridger 
Artists 
Enthusiasts 
Designers 
Builder 
Team Lead 
Figure 20: Team B Alpha Configuration 
Artists Enthusiasts Programmer 
Builder Builder Builder 
R Potanin Hairpins and Cockpits PhD (October 2016) 319 
Post-Alpha, a few developers, including a Builder, assumed responsibility 
for design and a ‘Bridger’ arose from the enthusiastic B group to facilitate 
communication and decision-making between the departments and the team 
lead. Interestingly, Team B’s skills-based leads in art and design were not 
identified as Builders in their fields of responsibility. The programming lead was 
the only one considered a Builder by the team (and himself). 
 The control or in some cases ‘stranglehold’ over the game concept held 
by the Builders was eventually mitigated by the Bridgers. Without the Bridgers, 
personality conflicts such as the one between the ESTJ and INFP in Team A 
tended to persistently impact on the game’s development. The plethora of NTJs 
in Team A corresponded with the persistence of autonomous ‘siloed’ sub-units. 
What Team A’s Bridger had in common with the majority of his team mates was 
his TJ traits. This combined with an extroverted personality gave him what was 
needed to bridge the autonomous islands in his team. Team B’s Bridger also had 
extroversion and judging traits. While he appeared to cusp on the T/F trait, it is 
safe to say that the two Bridgers coincided in their ETJ traits. It would appear 
that the Bridgers shared enough traits with the Builders to earn their respect 
and an Extroversion that made them sociable with the rest of the team. 
 The Extroversion trait is the main differentiator between the Team Leads  
during Alpha development and the Bridgers. This concept production study did 
not intend to examine management styles, nevertheless the dissatisfaction both 
teams expressed with regards to their team leads is worthwhile noting for 
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further examination, especially as a distrust of management was a key 
workplace issue identified in the IGDA’s ‘Quality of Life’ paper (2004).  
Team A claimed their Team Lead was not communicative enough yet 
video observation showed A’s Team Lead attempting to talk to the artists and 
programmers on various occasions and being completely ignored. Perhaps Team 
A’s dissatisfaction had less to do with the one individual and more to do with the 
team’s majority of ‘mastermind’ individuals.  
Team B’s Team Lead was purportedly not authoritative enough. Team B 
who comprised a majority of Intuition and Judging traits with an equal Thinking-
Feeling split said their Team Lead should have stepped in and ‘put her foot 
down’ about the changing vision and its fluctuating features. Nevertheless, 
video footage showed her repeatedly reminding her colleagues to focus on core 
gameplay and the Unique Selling Point, only to be over-ridden by another 
colleague with a ‘cool’ idea. Time and time again she brought the focus back to 
the zoom mechanic for Alpha delivery, despite being excited herself about the 
other features.  
Perhaps a combination of a strong Extroversion trait with Perceiving is 
needed in Team Leads to offset the heavy bias towards Introversion and 
Judging in game development teams. 
Personality prevalence VS gender prevalence 
It was not presumed that game development teams, with their artists and 
designers, reflect the same personalities observed in the computer engineering 
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teams at the University of Sheffield (2006, 2007). Nevertheless, the 
predominance of NTJ traits in both the Dutch and British studies do signal a 
prevalence of self-autonomous male software developers. The University of 
Sheffield’s study ascertained that N (Intuition), T (Thinking), and J (Judging) 
traits are most prevalent in software engineering teams with 100% of the 
fifteen students under observation in the British study displaying Intuition, 73% 
Thinking and 60% Judging (Karn and Cowling 2006:1). The Dutch study of 
twenty-one student game developers under video observation showed 71% 
displaying Intuition, 52% Thinking122 and 71% Judging. Only one NTJ across 
the two countries’ studies was a female. As we will discover in Section 6 on 
social engineering, the NTJ combination is also prevalent amongst women game 
developers, thus making this study useful in offering recommendations for game 
development regardless of its low female representation.  
The fewer team members with S (Sensing), F (Feeling) or P (Perceiving) 
traits in Builder or Bridger roles in the Dutch study suggests these traits have 
less impact on game concept design in a team environment. The women in the 
Dutch study, including junior and senior, displayed one of more of the S, F and 
P traits. These developers were the minority both in gender and in personality 
within their teams and work environments.  
                                       
 
122 More T-trait students joined post-Alpha. 
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Karn and Cowling (2006) observed a student software engineering team  
comprised of two females and three males. One female was an ENFJ and the 
other an INTJ. The University of Sheffield researchers reported the females 
“were largely frozen out of the [team] discussions” (2006:14) and described the 
team as “a fractured team along gender lines” (2006:12). Yet the only gender 
disruption they recollect in the paper is an insulting incident by the ENFJ female 
towards the male INTP where she used “foul language” (2006:14). Repeated 
arguments observed by the British researchers of INTJs in another group were 
not attributed to the developer’s gender. I would hazard a guess that the British 
ENFJ’s gender difference was exacerbated by her having the only Feeling trait in 
the team. Personality-wise she was the most opposite to the INTP in her team. 
While I would hesitate to interpret the lack of female domination over 
Team B’s game concept in the Dutch study a result of being ‘frozen out’ of 
discussion by their male colleagues as the British researchers did, our video 
observations of Team B did show the female developers taking a back step in 
the team discussions. The female Team Lead demonstrated the most 
involvement by her physical presence. She was often observed listening intently 
to the discussion of her male colleagues during the design phase, and usually 
only interrupted their conversation to bring the focus back to core gameplay or 
the Unique Selling Point. Video observation of the female Team Lead in some 
ways supports her colleagues’ belief that she did not take a strong enough role 
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in keeping the game’s conceptual development on track. I would argue this is 
due to her Introversion trait and not a reflection on her gender. 
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6. SOCIALLY ENGINEERING GAME DEVELOPMENT TEAMS 
 
Fantasy provides the opportunity to “take up positions” (Ang 1990:83) we would 
not normally engage in real life and the player’s identity is connected to the 
society and culture that create these positions. Traditionally, young white males 
have dictated the positions developers take up in videogame production. Players 
have overlaid their own identities and these include more women than game-
makers anticipated; however, videogames still reflect the cultural norms and 
social aspirations of a specific group of people who play them, then in turn 
make them. At millions per game in development costs and billions in product 
sales, videogames may be one of the most expensive and profitable forms of 
narcissism in the entertainment industry. 
As we explored in Section 4, relationships are the key to connecting 
players to the characters in games, whether it is with the characters as separate 
identities, shared identities or as an exploration of the player’s own identity. If 
game concepts reflected increased player agency, would the games industry 
reflect its actual player demographic instead of its perceived ‘male-dominated’ 
one? If women continue to play predominantly male-created games, does 
changing the demographic of game development teams really matter? 
The Dutch concept production study in the previous section highlighted 
the behavioural effects of a development team on its product’s design, content 
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and completion. There are benefits to diversifying game development teams 
which include increased productivity, communication and idea generation.  
This section explores socially engineering development teams to achieve 
planned product and production outcomes. This subject is controversial. 
Academic reaction to my and my colleague’s initial report at the 2011 DIGRA 
conference “Designing the Designer” (Potanin and Davies:2011) reflected 
concern over the artificial manipulation of the creative process. People also felt 
it would negatively affect the hiring policy of game studios. Ubisoft Paris saw 
the potential benefits of gender and personality diversity in 2012, but were 
reluctant to profile potential hires and existing teams. Skills-based hiring 
procedures were deemed more objective and ‘fair’. However, the post-mortem 
practice of analysing a team’s production efforts was normal in the industry 
after a game was cut during production or shipped. Post-mortem personality 
profiling was considered socially more acceptable, especially as teams are often 
retained or reshuffled depending on their product’s ‘success’. 
By socially engineering teams in educational and industry settings, game 
development may be able to attract and retain minorities, embrace effective 
production, and innovate game content beyond what it has to date. In this 
section, we connect the observations of game practitioners and academics in 
game studies with the findings of the Dutch concept production study and the 
findings of Frederique Krupa’s surveys of women in game development.  
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The first part of the discussion about social engineering game 
development makes a case for disparity between producer and player profiles, 
and suggests how diversity can be introduced by incorporating players into the 
game design process. Next we examine how a passion for creation can be 
utilised to attract and retain more women in game development. Then we 
review the popularity of casual play with older and female audiences and 
speculate how the industry can make use of this to attract minorities to game 
production. What if play was not a prerequisite to making games? Successful 
professionals from other industries may be able to contribute positively to the 
game development environment.  
The discussion on social engineering concludes by combining the Dutch 
study’s findings with the personality profiles of female game developers in 
Frederique Krupa’s study. Here we discover the underlying driver of what 
attracts people to game development regardless of gender, age or race. We 
know from section 5 that the Intuition-Thinking trait combination dominates 
game concept production and indeed most software production. The 
contributions of the few people displaying Intuition-Feeling combinations were 
downplayed or dismissed during the concept production process, regardless of 
gender or age. ‘Soft skills’ are becoming desirable in game development teams, 
particularly those creating games for audiences outside their own profile. The 
empathic capability of people preferencing the Feeling trait could facilitate an 
affinity with players outside of the ‘typical’ game developer’s range. It was not 
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coincidence that all the females in the Dutch study displayed a preference for 
the Feeling trait. Krupa’s study revealed the same inclination. Feeling was just 
as prevalent as was Thinking in Krupa’s game development cohort. Intuition is 
so prevalent across the cohorts of both studies that one could conclude it is a 
precursor to the game developer profile.        
“I don’t want to play me”: Player profiling and agency 
Let us not presume that a game’s player community wants their demographic 
represented in a game. While this thesis does not go into enough detail about 
race, it is worth brief consideration in terms of player agency. An online 
discussion thread between consumers of GTA San Andreas (2004) showed a 
disparate range of relationships with its African-American male player-character. 
They discuss the next game in the franchise, one that would feature an Asian-
American player character.  
#1: …I don’t wanna play as a black character. Ever since the 8 bit era, 
the characters have been white, why change all that. I’m pretty sure 
black people don’t mind playing as white characters. There are already 
enough games with black characters, NBA live, Madden, Fifa and San 
Andreas of course isn’t that enough?!?!53 
#2: Well that was pretty interesting why aren’t you ok with playing as A 
character (oh and by the way I am capitalized [sic] ‘A’ because that is 
exactly what game characters are, simple, not specifically white, male, 
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american, 18–34). It does matter what they look like they are a character 
I think its great that there are different ethnicities in games but I think 
that shouldn’t turn a logical person away from a game because of an 
individuals race or gender. If you have a problem playing with an African 
American character then you have a problem with people in general not 
just video game persona’s. END54”  
“#4: I’d like a white or Italian guy. I’m black but for some reason, I don’t 
like playing video games as black people. Playing as a white guy makes 
the game feel more normal… 
#5: asian. so I can finally connect with a character in GTA.55”  
(Everett and Watkins 2008:157) 
Heavy Rain (2010) provides perhaps the best ‘illusion’ of player-driven 
manipulation of story during gameplay. The player acts on prompts from 
characters’ ‘thoughts’ and his or her action or inaction in relation to these 
prompts influence whether a character lives or dies. The results manifest as mini 
quick-time events or in-game animation sequences that reflect the player’s 
decisions. If a player-character dies, the player’s control switches to another 
character and the story continues from another character perspective. Game 
analyst Emily Short is most critical of the Heavy Rain’s misappropriation of 
player narrative choice because it manifests as player challenge: “What the 
protagonist would do is mapped against what the player can do, often to 
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distancing effect.” (Short 2010) Creating ‘distance’ between a player and 
gameplay may be a desirable creative outcome. 
Cheng (2007:21) believes that if restricting a player’s options or control 
over a character “makes logical sense in the gameworld” and is a result of game 
mechanics rather than an arbitrary imposition, then limiting player agency is 
justified in game design. Hocking at the 2009 Game Developers Conference 
emphasised the value of making an ‘improvisation game’ (Hocking 2009:16). 
The thrill of gameplay may be in the player having less control over the game. 
We are not just looking at systems that are working for the player, we’re 
looking at systems that are working against him [sic], we’re looking at 
the systems that break the player’s continuity of intent in the middle of 
the execution phase [of gameplay] and send him back [mission fail and 
respawn] to recover and rebuild a new intent. We’re kicking him out.
        (Hocking 2009:16) 
Hocking presumes his players are male, but putting that aside, his point is that 
working against a player’s will can be important to the challenge and the 
enjoyment of a game. This notion supports the dramatic arc of a narrative and 
the appeal of entertainment – not knowing the outcome, but participating 
anyway, is the adventure. ‘Kicking a player out’ of gameplay may break the 
player’s immersive experience in a fictional world, something that Janet Murray 
(1997) idealised and Salen and Zimmerman (2004) criticised; however, Hocking 
argued that player punishment and surprise should be incorporated into game 
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design. Heavy Rain’s character deaths and killer reveal may come as a surprise 
to many players, yet these narrative elements are inherent in the game’s 
system, a system created by the developers. Players are still agents in their own 
narratives but their control over the game’s system, and therefore its design, is 
limited – for their own enjoyment.  
This raises the question of what kind of relationship does the game 
designer have with the player? In the past the designer has been the primary 
player of his or her game, and this is still commonplace practice. Some 
designers may have certain types of players other than themselves in mind, but 
they are abstract or idealized notions of who the designers want their players to 
be. Batemen and Boon (2005) developed a compelling audience model 
comprised of personality types; however, commendable as it is, it is still 
conjecture. Focus group testing at the end of a project gives the playtester an 
advisory or editing role. Playtesters evaluate the game before it is finished; 
however, all the design mechanics are in place.   
I visited GameHouse, a creator of Zylom Games,123 in Eindhoven in 2013. 
The studio successfully produced casual online games for a mainly female player 
audience. At the time of my visit, the game studio comprised an all-male 
                                       
 
123 Zylom’s ‘classic’ game titles are here: http://www.zylom.com/au/online-games/all-games/. Interestingly GameHouse’s 
studio website promoted its employee diversity in 2017: http://talent.gamehouse.com/culture.php   
R Potanin Hairpins and Cockpits PhD (October 2016) 331 
development team. When I enquired as to how they related to their female 
players, they pointed to a separate work area where a dozen women sat. The 
women comprised their marketing and communications team and managed the 
focus group testing of their player base. Many elements of an upcoming Zylom 
game were checked with the players before launch. This included character 
design. In this instance, the ‘developers’ shared very little demographic 
characteristics with the ‘players’, nevertheless the players were given a role in 
the design of their games. 
The player as the designer is a role that lies behind proponents of 
iterative design. In part this can be manifested by players using the game to 
create their own content. For example, LittleBigPlanet (2009) is designed so that 
players can make their own levels. In other respects, iterative design means 
opening up the production pipeline to player involvement during development. 
Auran did this later in the development phase but Sotamma (2007) and 
Fullerton (2008) advocate recruiting player representatives to consult in the 
design process as early as the pre-production phase which includes concept 
production.  
In a Bonus Round (2010:403) interview, Dr Greg Zeschuk, co-founder of 
Bioware, the developer of Mass Effect (2007) and its sequels, suggested 
downloadable feature-tests and/or early demo releases may be one way to 
include players in development. Fans could playtest and provide feedback on 
game elements before the developers put them in the final game. If the player 
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play-test group is diverse in terms of race, gender and personality, then this 
could be one way of introducing heterogeneity into the concept production 
process. If, however, the participating players reflected the same profile of the 
developers, including their interests and tastes, then hegemonic play would be 
perpetuated. 
Women and passion in game development 
When it comes to women and video games, psychology, not physiology, 
is the barrier. As video games permeate the various demographics in 
society, so too does game development. When development changes, the 
games follow, becoming more inclusive, more representative—and more 
creative.       (Hoffman 2009) 
Hoffman (2009), Consalvo (2008) and Fullerton et al (2008) are convinced that 
attracting more women to work in the industry is the key to innovation in 
games. The Sims (2000), claims Consalvo (2008), with its high number of 
female developers and players, is testimony to how a more diverse workforce 
can make a game that appeals to a more diverse gameplaying audience and be 
commercially successful. Sony’s game SingStar (2004), a voice-controlled game 
that is popular with female players and casual gamers, had a development team 
that comprised 50% females. Sony tried to attract more women to the games 
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industry by offering scholarships to train them.124 The premise in involving more 
women in games development is that their influence would result in gameplay 
styles and content that appeals to a broader market. 
 Women who participate in game production claim passion for their work 
is what makes it worthwhile. In reaction to the 2012 #1reasonwhy twitter 
campaign highlighting reasons NOT to be in game development, Rhianna 
Pratchett, the writer of Tombraider: Reboot (2013) started the #1reasontobe 
campaign for reasons why women SHOULD make games. Responses included: 
Carina McLane: “Because using tech to achieve something 
visual/interactive/tangible that people connect with is brilliant fun.” 
Jennifer: “Plain and simple: I love making games and I love playing 
games.” 
DeepSea Squeeze Tree: “I make games b/c I can’t not. I love it. A bad 
day in games > bad day not”    (Burrows 2013) 
Passion for game creation, less so gameplay, is what keeps women as well as 
men in game development. Kim Blake, a producer at Blitz Games in the UK 
claimed “making games is absurdly difficult, massively complex and enormously 
satisfying.” (2011:243) Blake (2011) acknowledged that during the 17 years of 
                                       
 
124 http://www.design-training.com/news/20090325/693/scholarship-opportunity-for-women-in-video-
game-production.html 
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her career in game development game technology had changed, but the 
creative problem-solving aspect of it had not, nor had the male-dominant 
employee profile. Her prediction was that the more professional the games 
industry becomes in terms of its business and management practices, the more 
attractive it will become to women as a career. 
Stuart Hall (1993a) in his encoding/decoding theory of media production 
and reception, believed encoding a media message occured during its 
production and that the production itself can shape the audience’s reading of 
that message. Ideologies arise from practices of production and become 
entrenched in the workplace. As we saw in section two of this thesis, ideologies 
entrenched in game production include long hours and creative passion. “It is 
passion that leads people into the industry, and the passion that keeps them 
going through long days, little time off, and relatively low pay” (Consalvo 
2009:116). Traditional videogame production is not conducive to retaining an 
older workforce or a female one, or even people who are not ‘typical’ game 
players because they are less likely to have the passion to sustain them through 
long workdays. Hiring passionate female game-makers may perpetuate the 
same type of practices that are entrenched in male-dominated development, 
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undoing the ‘virtuous cycle’125 hailed by Fullerton et al (2008) as the answer to 
more women making and playing games. 
Aging audiences and casual play 
Games made by pervasive players impacts on innovation and design. In an 
interview with the Creative Director of Relentless Software, a developer of social 
games such as the quiz game Buzz (2005-2009), Juul reported David Armor 
saying:  
I think for the most part the industry is made up of traditional [hard]core 
gamers. There is a lot of passion in the industry for making games they 
want to play. As a result we end up making games that are for our peers 
or for ourselves.     (Armor quoted in Juul 2010:177) 
Most of the junior game developers in the Dutch study outlined in Section 5 
played games daily and self-identified as ‘hard-core’ players. Further 
ethnographic research may reveal that hardcore players are highly represented 
in development studios by virtue of the emphasis on ‘play’ as entry to 
employment in the games industry. One of the most challenging aspects of 
tuning the vehicle handling and level design in the Dukes of Hazzard game was 
                                       
 
125 “Making games that appeal to women and girls attracts more women to work on games, resulting in the creation of 
more games that appeal to women and girls,” (Fullerton et al 2008:141). 
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for the makers of racing simulations (which requires hardcore play) to create a 
‘pick-up and play’ arcade driving game. Juul predicted casual gaming would 
overtake [hardcore] console game production by 2010 (2010:187-88) when the 
first generation of gamers such as myself who played Atari 2600 and 
Commodore 64 become senior citizens. They/we will still want to be entertained 
by games but will not have the same skillset and time commitment of their 
younger years.  
ESA’s 2016 report supports the aging player demographic with the 
average player being 35 years-old and one-quarter of players over 50 (ESA 
2016:3). In 2014, developers also averaged 35 years of age with 40% reporting 
they were over the age of 40 (IGDA 2014:9). If this trend continues, studios 
should be prepared to put retirees on the payroll; otherwise the ‘I’ methodology 
of game development will not work for the aging player audience. 
Casual online gaming may be the key to attracting female youths, and a 
different type of player, to game development. Coolest Girl in School (2006), 
Powerbabe (2004 and 2009) and Our First Time (2009 GDC game concept) use 
internet as their principle platform of delivery. Casual online gaming is a growth 
industry catering for the female market (as my earlier anecdote about Zylom 
Games suggests). Juul referenced a 2006 study of players who downloaded 
casual games on the internet: 71% were female (2010:80). In his own study of 
casual gamers in 2008, Juul reported 93% of the respondents were women with 
an average age of 40, spanning players in their teens to people in their 
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seventies (2010:154). Casual play on the home PC may become the realm of 
women as much as hardcore play on the home console was the realm of men. 
The non-passionate, non-playing, mature game developer 
Diversity in the workplace and innovation in game-making is as much about 
professionalism as it is creativity. Perhaps it is not just a question of including 
more women in development but including people that are not ‘passionate’ 
game players like Kim, Holly or Camilla.  
Kim Blake, the Blitz Games producer mentioned earlier in this section 
admitted she did not enjoy gameplay: “I have to say, with a certain amount of 
shame, that I’m still not interested in playing games; as far as I’m concerned, 
playing them is nowhere near as interesting as making them.” (Blake 2011:243)  
Holly Owen, writer-producer of Coolest Girl in School (2006) and Camilla Lyngbo 
Hjort, creator of PowerBabe (2004, 2009) were self-confessed non-gamers. 
Both Owen and Hjort made social games for teen-age girls that did not reinforce 
traditional game stereotypes. Both were successful writers in other forms of 
media before they decided to make a game.  
Attracting experienced (non-playing) personnel from other media 
industries may also address the ‘institutional shortsightedness’ that concerns 
Consalvo (2008). The games industry’s rapid employee turnover sustains a work 
culture that valourises “youth, passion and long hours over maturity and 
experience” and “institutional knowledge is constantly being lost” (Consalvo 
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2008:118). Games might be better budgeted, scheduled and managed by 
experienced professionals from more established and stable media industries. 
Even McNamara admitted that, after consulting with TV series Mad Men’s 
writing team for LA Noire (2010), that he would seriously consider the TV 
production writing paradigm in the production of his next game (Edge 2010:47). 
Including game production in academic qualifications such as media 
degrees demonstrates to students that game development is just as 
professional a career option as film, television, print, web and multimedia 
creation: “Academics are in a unique position of training the next generation 
game professionals and can potentially influence all their students both male 
and female to critique, reconsider and possibly reconstruct the status quo of 
male-domination in the games industry” (Fullerton et al 2008:145).  
Attracting young females to game studies may have a carry-through 
effect to the game-making workforce more intrinsic than what we are seeing 
now. Female authorship will be less of an anomaly and more of ‘the norm’. How 
many mothers who played WoW raise daughters who will grow up accepting 
gameplay as a desirable and normal lifestyle? More woman appearing on 
Gamasutra’s top 50 game developers list126 will provide more role models. 
                                       
 
126 Brandon Sheffield and Jeffrey Fleming ‘The Game Developer 50’ Gamasutra 
http://www.gamasutra.com/view/feature/4323/the_game_developer_50.php 
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Perhaps another ‘Women in Games’ conference will not be cancelled due to lack 
of interest and participation127. 
Regardless of who makes or plays a videogame it may still not live up to 
the ‘Hamlet on the holodeck’ experienced envisaged by Murray (1997). As Juul 
(2005) points out, Hamlet as a game would not work: “Your father has been 
murdered! With much effort, fail to avenge him and die a meaningless death.” 
(Juul 2005:161) This is a premise that may move a theatre audience but will not 
motivate a player. Videogames may appear flawed if their narratives are directly 
compared to those created for the stage or cinema. According to Juul, the story 
deduced from Star Wars the movie cannot be the same as that from Star Wars 
the game128 (2005:157) and themes such as love, ambition and social conflict 
are not easily implemented in rules (2005:189). Yet the story and character 
development in Star Wars: The Force Unleashed (2008) game mirrored the 
novel of the same name and Coolest Girl in School (2006) and the games 
created for the 2009 GDC Game Design Challenge ‘My First Time’ focused on 
love, ambition and social conflict. In the case of the former, a Star Wars novelist 
influenced the game’s story and in the case of the latter, women designed the 
winning games. Fiction and rules can achieve artful coherence and the catalyst 
                                       
 
127 The 2010 ‘Women in Games’ Conference was cancelled due to “low delegate numbers” 
http://www.womeningames.com/. 
128 Juul was referring to a 1983 Atari Star Wars game. 
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to innovation in videogames may be the people who do not currently make or 
play them. 
Feeling vs feminine disruption in game development 
In their contemplation of the ‘disruptive’ influence of a gender-diverse software 
engineering team, Karn and Cowling (2006) noted that the most disruption 
occurred between Feeling-Judging and Thinking-Perceiving developers. In their 
study the FJ was female. They concluded:  
It appears that the personality composition of members is very important 
and can affect team leadership, and intra-team communication and 
coordination… A practical implication of this research is that it may be 
possible to predict team performance and interaction style from an 
assessment of the personalities of its individual members.   
(Karn and Cowling 2006:18) 
The disruptive influence may have been the Feeling trait clashing with the 
Thinking trait and the Judging trait clashing with the Perceiving trait. The 
gender discrimination that ensued may have been a manifestation of a 
personality clash, not its cause, especially considering the INTJ female on the 
team was not considered disruptive. Nevertheless the INTJ female was 
marginalised by her male peers. If the team had been all-female, would the FJ 
had clashed with the TP anyway? 
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Two racing/rally concepts delivered in the lead-up to the Dutch concept 
production study were NOT concepts shortlisted in the concept pitch event 
preceding the study. These were individually created concepts, as opposed to 
the team-created concepts in Gamelab. The individuals judged by the 
researcher and assistant to present superior concepts in response to the same 
brief that was presented to the teams comprised the following personality and 
gender profiles: a male INFJ Seeker-Socialiser and a female ENFJ Seeker-
Achiever. Both individual’s concepts were original and innovative in comparison 
to the team-derived concepts.  
When asked why their Gamelab teams did not find their concepts 
appealing enough to prototype them, the female said the ‘Driving Detour’ team 
wanted to change her arcade-like game to a hard-core racer and after failing to 
convince them otherwise, she decided to make a casual game with another 
team. The male INFJ said he pitched his rally idea ‘Wacky Wreckers’ to his team 
but they reacted against the idea of an arcade-like racing game. While the 
individual pitches had convinced [ENFJ and INTJ] senior developers with 
industry experience, they did not convince their junior development peers. 
There could be several reasons for this: 
1. The expressed Feeling trait failed to win over Thinking comrades.  
2. The Feeling trait made the individuals over-sensitive to critical 
feedback and they did not pursue what they intuitively perceived 
to be a good idea. 
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3. The Feeling trait made the individuals want to fit in with the 
stronger opinions of the team (or leave it). 
The Dutch concept production study demonstrated the potential benefits of 
diverse personalities in a development team. NTJs (Intuition-Thinking-Judging) 
profiles made good ‘Builders’ and the Extroversion trait facilitated the ‘Bridging’ 
role between departments. If Bridgers were identified early in a team’s 
formation, they could act as champions of ideas generated by people with NF 
traits and manage the ongoing discussion of people with P traits. Feeling and 
Perceiving are two traits underrepresented in software development. Yet 
without them innovation may be unrealised. 
 While the Feeling trait may be underrepresented in software 
development, an analysis of Frederique Krupa’s initial survey129 of women game 
developers in 2011-12 had INFJ equally represented alongside INTJ! 27.27% of 
the 33 women in the first phase of Krupa’s research were identified as INFJs 
and 27.27% as INTJs. INTP was the next personality type that predominated at 
12.12%. Similar to the Dutch study, Krupa’s subjects ranged in nationality from 
the United States, United Kingdom and Europe and represented roughly equal 
proportions of the fields of programming, art, design and production. However, 
they did not work together in the same teams. Krupa’s results aligned with the 
                                       
 
129 See Appendix for the raw data of Frederique Krupa’s survey collected in 2011-12. 
R Potanin Hairpins and Cockpits PhD (October 2016) 343 
few women game developers who participated in the Dutch study in which two 
out of all three female junior developers self-identified with the FJ combinations 
as well as one senior developer-supervisor (the other senior developer was an 
FP). Krupa’s research and the Dutch study highlight that while INTJ and INTP 
personality types predominate in game development, even amongst women, an 
unusually high proportion of developers with the Feeling trait are attracted to 
game production.  
In 2013, Krupa completed her survey of women in games development, 
collecting data, including MBTI, from 94 women. The INFJ combination 
dominated at 26.3%, followed by INTJ at 21.3% of participants (Krupa 
2013:30). She compared the results to other MBTI surveys of women in the 
general population. Only 3.7% of female high school students and 13% of 
female college graduates displayed the INFJ-INTJ combinations (Krupa 
2013:30). Krupa speculated about the dominance of the Intuition trait in women 
game developers: 
…women with strong iNtuition preferences distrust established norms or 
conventions. Therefore, they are less likely to adhere to or be affected by 
gender stereotypes. The psychological resilience of women in technology 
may be due to the fact that the profession suits their natural preferences 
for theoretical, rational, creative work so they work in optimal conditions 
for their preferences; and they have probably confronted cultural 
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pressures of female stereotypes from a young age and have grown 
resilient to them.     (Krupa 2013: 31) 
The Dutch and UK studies discussed in this thesis also showed a dominant 
occurrence of the Intuition trait. One could extend Krupa’s hypothesis to include 
most game developers regardless of gender: the N trait is prerequisite to the 
creative, problem-solving production of games. Krupa concludes her article 
about women, technology and personality with this question: “Should we be 
focusing on encouraging the strong N types that enjoy theoretical, creative, 
intellectual pursuits to become content producers, or should we be working to 
enlarge/adapt this profession to be more inclusive and/or attractive to other 
profiles, notably Sensing women?” (Krupa 2013:32) I would extend this 
question to include Sensing men. The workstation configurations in the Dutch 
study demonstrated that similar personality types group together in production 
environment after gender affiliation.  Should we socially engineer game 
development teams in favour of the Intuition trait or attempt to disrupt its 
dominance through diversity? 
 In 2016 I asked a senior female game producer130 which skills she most 
highly valued in the developers she hired. She said it was being able to 
                                       
 
130 Academy of Interactive Entertainment Industry Advisory Board interview with Ela McIntyre from Mighty Kingdom in 
November 2016, Adelaide, Australia. 
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understand a game’s playing audience and being a ‘team-player’ – both ‘soft’ 
skills. Intuition-Feeling types are well-placed to utilize their empathic creativity. 
Take Marta Clavero, for example, an ENFJ games designer who in 2014 
prototyped a Virtual Reality first-person game about rape and surviving it. At the 
time of this thesis, she had not published it, but as her design mentor, she gave 
me permission to discuss her game’s production in my TEDx talk131 and GCAP 
presentation132 in 2016. 
 
 
                                       
 
131 ‘Invite us into your experience – make a game’ TEDxAdelaide2016 
https://youtu.be/dGKBhvbtnxw?list=PLsRNoUx8w3rPGtI_WSN6pXb6dNEr44T05 
132 ‘Diversity in Personality Spurs Innovation or ‘Take a step to the F’ Games Connect Asia Pacific Conference December 
2016 www.youtube.com/watch?v=OuURdFxV9mA 
     
Figure 22: Screenshot from the 2014 prototype of Autumn (thesis author’s copy) 
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The Autumn prototype133 was a powerful and innovative use of game 
technology to convey the experience of a rape survivor, starting one year after 
the attack and playing backwards in time to the moment of the attack itself. 
Marta made the game as a tool for exposure therapy, as an expression of art 
and as a means to share the experience of rape trauma and recovery with 
friends and family. Both she and I cried during the design phase of this game. It 
was a heart-wrenching phase of concept development. Our empathy with the 
experience of a rape survivor and his/her friends and family was critical to the 
creative production of the game. If the game industry could nurture more game 
developers like Marta, perhaps we would have more powerful and innovative 
games like Autumn connecting with playing audiences in meaningful ways.   
                                       
 
133 The Autumn prototype was in the 2015 Independent Games Festival (http://www.igf.com/autumn) 
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CONCLUSION 
 
How does developer behaviour affect game concept production and how can we 
use it to more effectively generate games? From 2004 through to 2014 this 
thesis has documented first- and second-hand experiences of repeated 
production floor behaviours – behaviours that correlate with dominant 
personalities and gender imbalances in game studios. These behaviours are not 
unique to development in the racing genre. The development teams under 
observation in the Dutch study needed a common theme that was 
demographically democratic and the racing-driving genre fit this objective. 
Nevertheless, as the #1reasonwhy twitter campaign (2012), the IGDA diversity 
report (2016) as well as various anecdotes from women in games development 
attest, machismo on the production floor far too easily crosses the line into 
misogyny regardless of genre. There are production behaviours common to 
game developers in a studio environment.  
Game development teams with a majority of NTJ traits and/or men 
correlate with: 
a. the siloed production of high-quality content that is not delivered on time 
and is often discarded 
b. minimal, unproductive, hostile communication between team members 
c. distrust of management and disinterest in players unlike themselves 
d. gameplay replication     
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Game development teams with a more equable distribution of personality traits 
and gender correlate with: 
a. the integrated production of content delivered on time and to expected 
quality standards 
b. frequent, productive and chaotic communication between team members 
c. appreciation of management and interest in a variety of player 
experiences 
d. gameplay innovation 
Did the game industry demographic change between 2004 and 2014? A 
decade after making Dukes of Hazzard: Return of the General Lee (2004): 
…the game industry still remains young, white and male. The average 
age [of developers in 2014] was 34 years, 79% identified as Caucasian 
and 76% identified as male.           (IGDA 2014:9) 
In comparison to a similar survey ten years earlier, there were ten percent less 
developers identifying as male and around ten percent more developers 
identifying as female (IGDA 2014:9). Permanent full-time work still 
predominated (IGDA 2014:10). Half those surveyed worked in smaller 
independent studios comprised of multi-tasking developers (IGDA 2014:11). 
Whereas the larger studios (50+) of yesteryear experienced greater 
specialisation and division of roles, more developers in 2014 were performing 
multiple roles across design, producing, programming and art. People in the 
2014 employment survey who identified with design as a key part of their 
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employment was high at 27% in comparison to an earlier study’s 4% (IGDA 
2014:12).  
The IGDA followed up with a diversity report on the game development 
community in 2016 focussing on the demographics of the 2928 responses 
collected in 2014 and 2015. In the report 22% of the respondents self-identified 
as being female with 11% of women surveyed being in technical roles, 10% in 
game design roles and 19% artists (IGDA 2016:10-13). A minority of the 22% 
of women were employed on the production floor. 
According to the 2016 ESA report, 59% of players were male and 41% 
female (ESA 2016:3) indicating a trend towards imbalance in contrast to the 
more even distribution of gender in player audiences in previous years (ESA 
2008, 2009). Nearly half of game players played social games and 36% played 
on their smartphones (ESA 2016:5). The most frequently played genres on 
mobile devices were puzzle, board games, card games and game shows ((ESA 
2016:5). These later figures were supported by an IGDA future trends report 
indicating 50% or more of development was for games on iPad, iPhone, and 
Android phones and tablets (Weststar and Andrei-Gedja 2015:14), the most 
popular platforms for casual games.  A demographic study of casual game 
development studios would shed light on gender and personality representation 
in a growth sector of the digital game industry. 
A development revolution beyond gender parity may lie in the personality 
of the player-creator. While play continues to be a determining factor in game 
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development employment, the same player behaviours will perpetuate in the 
industry’s product developers. An industry personality survey would help to 
determine the nature of this correlation and studios may seek staff outside the 
predominant behavioural sets and outside of gaming itself in order to foster a 
more productive and innovative environment. 
Jay Bolter (2009) argued that there has been a shift from consumption to 
production in digital media. I propose that consumption and production have 
integrated in videogame development. The consumers and producers of 
videogames are, in many different ways, one in the same yet most games 
studies still focus on divergent aspects of this integrated model, viewing the 
players as consumers but rarely as producers and the designers as producers 
but rarely as consumers. To borrow Bolter’s words, this shift “should matter to 
cultural theorists” (2009:13) if we, as academic professionals, are to challenge 
dominant ideologies in videogames and propose new ones take form.  
In the Dutch concept production study, the fewer personalities with S 
(Sensing), F (Feeling) or P (Perceiving) traits in Builder or Bridger roles suggests 
these traits have less impact on game concept production in a team 
environment, be it homogeneous or heterogeneous. The women in the Dutch 
study, as well as the one individual female whose concept was shortlisted but 
not prototyped, displayed one of more of the S, F and P traits. These developers 
were the minority both in gender and in personality. This could be an indicator 
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of the reason for the low number of females in the game development industry. 
It is not our gender which excludes us, but our personality differences. 
The prevalence of the Feeling trait in the six supervising senior 
developers (male and female) involved with the Dutch study suggests this trait 
correlates with a coaching role. Yet the junior developers with Thinking traits 
resisted supervisor (management) feedback. Progress in a production 
environment may lie in overcoming the tension created by Feeling-Thinking 
interaction. 
Statistically the Dutch study was unviable in proving a correlation 
between personality and gender diversity and concept production practices and 
creative output. The sample size was too small. Nevertheless, in conjunction 
with the University of Sheffield’s observations of its hundred or so software 
engineers and Krupa’s study of 33 and 94 women game developers, dominant 
personality patterns became apparent. Personality affiliations affect workplace 
communication and behaviour and impact on the success or otherwise of 
concepts under development in the game production environment, regardless of 
gender. The daily seating preferences of the workstations in the Dutch study 
indicate a close affiliation between personality types as well as gender. 
Managers could take advantage of this by grouping game developers in 
disruptive heterogeneous arrangements to promote communication and 
discussion of game concepts and thereby spur innovation.  
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Through post-mortem application of the Dutch study’s research findings, 
even in partial implementation, we can gain a broader understanding of the 
applicability of this thesis work. For example, in 2016, myself and five other 
technology representatives, including IBM, judged a competition which saw a 
heterogeneous team win with two innovative music games134. I collected the 
ethnographic profiles of five out of the eight-person team members evenly split 
male:female: 
• Product manager – Female age 59 ESFJ 
• Programmer – Male aged 29 ESTJ 
• Programmer – Male age 29 INTP 
• Programmer/Musician – Male age 22 INFP 
• Designer/Musician – Female 37 ENFP.   
Feeling, Sensing and Perceiving – traditionally the traits not associated with 
software or game development (except for the Feeling trait in female game 
developers) – were represented in the winning team ‘Wandering Sound’. 
Game developers with Feeling traits may lack a voice in concept 
production (according to the Dutch study participants in 2014) despite being 
attracted to the games industry (according to Krupa’s study participants in 
2011-12). Managers could group the workstations of developers with Feeling 
                                       
 
134 Connected Music City Challenge Tech Jam: http://musitec.co/blog/techjam-winners-announced 
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traits together inclusive of Extraversion and Introversion preferences to ensure 
this group felt empowered and collectively had a voice during the concept 
production phase. Innovative concepts could manifest as a result, concepts such 
as Marta Clavero’s Virtual Reality game about rape survival. The shared Feeling 
trait between design mentor and mentee may have encouraged empathy not 
only with the game players who were rape victims, but also empathy between 
the game developers contributing to the game’s concept.  
The Dutch concept production study showed development team 
homogeneity (in terms of male gender and NTJ personality traits) coincided with 
minimum communication, game vision held by one individual, high quality 
design-art-programming [departmental] output, over-scoping and missed 
milestones. Development team heterogeneity (in terms of male/female gender 
and SFP/NTJ personality traits) coincided with considerable design discussion, 
frequent changes in vision, NTJ responsibility for critical output, achievable core 
gameplay enhanced by additional features and successful milestones.  
Builder roles across both teams coincided with NTJ traits (with one STP 
exception). Bridger roles in both teams facilitated team mediation and 
communication. Neither the Builder nor Bridger roles required formal Lead role 
assignations to operate. Nevertheless in Team A, the Lead roles and Builder-
Bridger roles became aligned post-Alpha. This coincided with the team bringing 
their game back on track in terms of successful development. 
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Play-style affiliation coinciding with design was not a sole determining 
factor to a game’s success, nevertheless it did affect the developers’ enjoyment 
of the concept development process. A shared game vision, one in which 
everyone on the team can contribute to, is a strong motivator during concept 
development. The greater the degree a game’s design is held by a small 
percentage of the team, the more likely it is to reflect the play-style preference 
of the few regardless of the intended genre. Play-style diversity in a 
development team combined with group contribution to the game vision is more 
likely to produce a game that appeals to a wider variety of play-styles (and 
audiences).  
Personality, cultural, age and gender diversity may initially disrupt a 
game development team’s cohesion but it may also spur innovation of game 
concepts that appeal to a more diverse audience. Casual arcade-like game 
concepts require developers who are not blind adherents of hard-core 
gameplay. Incorporating player input early in a game’s design process will align 
the game with audience expectations but designers can also walk the fine line of 
breaking expectations to entertain the audience. 
In their 2016 report about diversity, the IGDA pointed out how little the 
game industry cared about diversity in the workplace: 
…only 40% of all the people who began the DSS 2015 completed the 
questions about diversity. It is quite possible that in some cases this was 
a matter of survey fatigue as these questions were located at the end. 
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However, it could indicate a lack of interest in this topic, a lack of 
awareness about some of the topics covered, or a lack of certainty about 
the applicability of diversity conversations to their own workplaces. There 
is much to be gained from engaging workers in conversations about 
perceptions of diversity and what companies can do to facilitate healthy 
change in the industry. The lack of response may indicate that more 
could be done to open this dialogue.     (IGDA 
2016:22) 
Diversity in the games production industry is an under-researched subject. 
Combining behavioural and gender research in software production requires the 
games industry researcher goes to great lengths to validate the focus of their 
gaze and the methodologies they use. Combine this difficulty with the game 
industry’s apparent apathy regarding diversity and it is understandable that only 
Krupa (2013) and myself have persisted. Behavioural and verbal ‘micro-
aggressions’ in the game production workplace were experienced by 44% of 
women (IGDA 2016:29). That was almost half of women in game production 
compared to less than 10% of men. If not for any other reason, research into 
game production behaviours needs to continue in order to reduce the volume of 
‘micro-aggressions’ in game development. ‘Studio studies’ can delve deeper than 
production processes and documentation and examine team dynamics as an 
aspect of production practice.  
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Socially engineering game development teams for behavioural as well as 
gender diversity may increase retention of minorities, decrease hostility and 
increase productivity and innovation. Accepting Taylor’s ‘I Methodology’ of game 
development while at the same time breaking Fullerton’s virtuous cycle of 
production dominance means welcoming and retaining ‘minority’ personalities in 
the games industry – developers with Feeling, Sensing and Perceiving 
personality traits. This may coincide with greater gender diversity both in the 
workplace and in game content. One day Daisy Duke may get a driving game of 
her own on the iPad and it will be created by female team of ‘Feeling’ game 
developers. 
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